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PREFACE. 


The  principal  objects  which  the  Author  has  had  in  view  in 
the  present  work  are  : — 

1.  To  supply  the  first  step  to  the  student  of  ancient  Greek 
and  Roman  sculpture, 

2.  To  set  before  the  artist  the  principles  by  which  the 
greatest  masters  in  the  greatest  period  of  art  were  guided, 
and  the  influences  to  which  they  were  subjected. 

3.  To  furnish  the  inexperienced  amateur  with  the  know- 
ledge requisite  to  enable  him  to  understand  and  appreciate 
the  remains  of  ancient  plastic  art  in  the  museums  of  his  own 
and  foreign  countries. 

4.  To  direct  the  attention  of  the  student  of  ancient 
history  to  one  of  the  most  interesting  and  characteristic 
sides  of  Greek  life,  and  to  show  him  the  intimate  relation 
between  Greek  art  and  the  religious,  political,  and  social  life 
of  the  Greek  people. 

The  prosecution  of  these  objects  necessarily  implies  a 
popular  treatment  of  the  subject.  It  also  precludes  the 
Author  from  entering  at  any  length  into   controversial  dis- 


Digitized  by 


Google 


viii  PREFACE. 

cussions,  or  exhaustive  descriptions  and  analyses  of  works  of 
art,  which  his  scope  and  limits  render  at  once  unnecessary 
and  impossible. 

The  work  is  mainly  based,  as  all  such  works  must  be,  on 
the  researches  and  criticisms  of  German  archaeologists.  But 
while  the  Author  has  gladly  availed  himself  of  their  aid,  as  well 
as  that  of  the  many  distinguished  writers  on  the  same  subject 
in  England,  France,  and  Italy,  he  has  endeavoured,  by  a 
diligent  study  of  the  sources  of  art-history,  and,  above  all, 
by  a  familiar  and  loving  acquaintance  with  the  originals  of 
all  the  works  of  art  referred  to  in  the  following  pages,  to  free 
himself  from  the  tyranny  of  great  names  and  to  form  an 
independent  judgment. 

It  is  hardly  necessary  to  say  that  the  illustrations  are 
not  offered  as  works  of  art,  or  as  representative  of  the 
beauty  of  the  originals  from  which  they  are  taken.  With 
some  exceptions  they  aim  at  nothing  more  than  to  re- 
mind one  class  of  readers  of  what  they  have  already  seen, 
and  to  indicate  to  another  what  they  are  to  look  for  on 
entering  for  the  first  time  a  museum  of  ancient  marbles. 

The  Author  has  an  apology  to  offer  in  reference  to  the 
orthography  of  the  Greek  names  which  occur  in  his  work. 
He  began  with  a  resolution  to  be  strictly  consistent — a  reso- 
lution which  he  has  not  altogether  adhered  to.  After  waver 
ing  between  a  purely  Greek  and  a  purely  Latin  orthography, 
between  the  Scylla  of  Thoukudides  on  the  one  side  and  the 
Charybdis  of  Sainus  on  the  other,  he  has  been  betrayed  into 
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some  inconsistencies,  for  which  he  can  only  ask  to  be  for- 
given. 

Whatever  may  be  thought  of  the  Author's  mode  of  treating 
his  subject,  few  will  deny  the  importance  of  the  subject  itself. 
The  interest  it  awakens  is  altogether  independent  of  the  view 
which  we  may  take  of  the  future  of  modern  sculpture.  If, 
as  many  think,  and  notably  the  more  eminent  sculptors  them- 
selves, Sculpture  is  a  lost  art,  it  has,  at  any  rate,  the  interest 
and  value  of  a  dead  language — ^a  language  in  which  the 
noblest  thoughts  and  tenderest  feelings  of  the  most  highly 
gifted  people  of  the  world  have  been  written  in  characters  of 
surpassing  clearness  and  beauty. 

In  the  hope  that  his  efforts  may  do  something  to  promote 
the  study  of  a  subject  hitherto  too  much  neglected,  the  Author 
commits  his  work  to  the  indulgence  of  the  public, 

ATHENiEUM  Club  : 
October,  1881. 
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Errata, 


Page    59,  last  line,  for  Glaucus  read  Glaucias 
,,       79,  line  ao,  for  ringlets  nroi/ ear-rings 
„       89.    „    24,  after  \fz&  insert  {^) 
f>       96ft*    10,  yj^r  celetizontes  r^o^  kelStizontes 

„  zoi,    „     9,  for  forelegs  of  a  man  read  forelegs  like  the  legs  of  a  man 

f »  »o5f    .f      7  from  foot,  first  column,  for  p.  88  read  p.  95 

>»  i57i    ff      3>  y<^  Belmina  read  Belemina 

M  '63,    „    20,  yZ»r  Illyria  fr«w/ Thrace 

„  164,    „      6,  for  Bursian  read  Erusian 

„  164,    „      6,  7,  y«v  of  Here  frarf  of  Athene 

,,  165,    „    24,  yZ>r  convention  «•/?</ conventionality 

II  J99i    II      3  from  foot,  second  column,  for  p.  196  readp  198 

„  ao5,    „    26,  for  derives  read  derive 

II  317,    ,,      5  from  foot,  first  column,  y2^  ^uart  7ra</ Stewart 

„  224,  omit  last  two  lines, /roM  We  shall  speak  to  Louvre 

,,  265,  line  25,  for  <rxt<rti\  read  9x^v^<>^ 

„  288,    „      2  from  foot,  first  column,  for  not  given  read  not  here  given 

„  291,    „      2  from  foot,  for  H.  A-  read  S.  A. 

II  395i    If    12,  y<^  fig.  120,  II.  rr/u^  fig.  117,  ». 

If  304»    11      6  from  foot,  second  column,  for  p.  zo6  read^.  105 

II  33^  ^K-  '4^1  f^  Cresilas  read  Amazon  by  Cresilas 

II  359i  line  x9i  for  Demeas  read  Dameas 

II  37O1    I*      2  from  foot,  for  p.  106  read  p.  105 

II  3781    n      4i  delete  as  we  have  seen 

„  381,    „      8  from  foot,  second  column,  for  Urlicns  read  Urlichs 

„  420,    „      2  from  foot,  first  column,  for  dauhgtcr  read  daughter 

II  4391    II      I  from  foot,  second  column,  for  p.  299  read  p.  301 

II  433i    II    x'l  for  same  game  read  same  somewhat  cruel  game 

„  452,    „      3  from  foot,  first  column,  for  Alcophron  read  Alciphron 

II  495i    II      7  from  foot,  y2>r  Aliptera  >rrt</ Alipherai 

„  496,  lines  2,  3,  delete  Hypatodorus  and  Aristugeiton 

„  «,io,  line  i2»for  Parthenon  read  Parthenos 

,,  51a,    „    23,  y<7r  chyselephantine  rra</ chryselephantine 

II  5151    II    iiiyi""  Bernice  r/tf// Berenice 

II  5151    II      4  from  foot,  first  column,  for  Muller  read  M  Ciller 

„  521,    „      2  from  foot,  first  column,  for  D.  read  O. 

1 1  5^4}    M      8,  read  The  before  Spinario 

II  573i    II      6,  a//tfr  Cephisodotus  iW^f^  II. 

II  577i    II    16,  yi>r  Albanian  rf/w/ Athenian 

„  608,    „      6  from  foot,.,^Batryomachia  rr/u/Batrachomyomachia 

,,  631.    „      6,  yi»r  probaby  rrm/ probably 

II  6361    II      4  from  foot,  first  column,  for  Achan  read  i^Iian 

,,  646,    „    12,  yi>r  own  rr«rf  inner 

„  651,    „      7.  for  Naviis  read  Navius 

M  651 1    1.    32,  yi>>- Porcia  ;r<w/ Portia 
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CHAPTER    I. 
INTRODUCTION, 

Art  in  General;  Greek  Art. 

The  pleasure  derived  from  the  execution  or  contemplation  of  a  work 
of  art  arises  partly  from  the  mere  love  of  imitation  natural  to  all 
men.  The  savage  and  the  child  delight  in  the  most  realistic  imitations 
of  the  sights  and  sounds  of  external  nature  ;  and  even  in  civilised 
communities,  and  among  men  of  mature  age,  the  untutored  mind 
finds  greater  pleasure  in  a  wax-work  figure,  or  a  panorama  in  which 
the  form  or  the  scene  is  reproduced  with  an  exactitude  sufficient  to 
deceive  the  senses,  than  in  the  noblest  works  of  Pheidias  or  Raphael. 
But  the  mere  imitation  of  nature  is  not  art  in  any  real  sense  of  the 
word,  although  the  artist  must  make  use  of  it  to  express  his  thoughts. 
Art  IS  a  representation — an  operation  by  which  the  preconceived 
idea  of  the  artist's  mjnd  enters  into  the  world  of  phenomena,  where 
it  assumes  its  own  proper  visible  or  audible  shape.  The  number  of 
channels- by  which  the  artist  can  convey  his  meaning  to  us  is,  of  course, 
a  limited  one  ;  he  must  use  a  language,  so  to  speak,  which  we  can 
understand.  There  can  be  nothing  arbitrary  or  irregular  in  true  art ; 
it  can  only  affect  us,  it  can  only  do  its  work,  so  long  as  it  remains  in 
alliance  with  nature,  and  acts  in  strict  conformity  with  her  laws.  But 
tiie  artist  is  by  no  means  limited  to  a  mere  reproduction  of  what  he 
sees  around  him.     Working  on  the  lines  which  nature  has  laid  down. 
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he  transcends  her  bounds,  and  passes  into  the  ideal ;  he  becomes  as  it 
were  a  creator ;  and  his  work  is  a  new  creature,  not  exactly  corre- 
sponding to  anything  in  external  nature,  yet  not  unnatural  but  super- 
natural, and  in  strict  conformity  with  the  laws  of  his  higher  being. 
This  higher  ideal  may,  of  course,  be  attained  in  various  ways,  by  the 
poet,  musician,  painter,  and  sculptor.  By  words,  by  tones  in  their 
mathematical  division  and  arrangement,  by  form  and  colour,  and  by 
form  alone,  the  conceptions  of  genius  may  be  made  manifest  to  the 
world.  No  one  will  say  that  a  play  of  Shakspeare,  a  symphony  of 
Beethoven,  a  picture  of  Raphael,  or  such  a  statue  as  rises  before  the 
mind's  eye  as  we  contemplate  a  shattered  torso  from  the  Parthenon, 
is  an  exact  copy  of  what  we  see  and  hear  around  us,  in  the  lives  of 
men,  in  the  music  of  the  woods,  in  the  landscape  or  the  human  form. 
We  know  that  it  is  nowhere  but  in  the  work  of  art  before  us,  and  yet 
we  do  not  regard  it  as  unnatural.  It  is  in  harmony  with  our  nature, 
it  appeals  to  feelings  unexercised  in  the  ordinary  affairs  of  life,  it 
awakens  in  us  a  new  and  exalted  sense  of  pleasure,  it  oftentimes 
reveals  to  us  the  higher  nature  within  us  of  which  we  have  hitherto 
been  hardly  conscious,  and  carries  us,  as  it  were,  out  of  and  beyond 
ourselves  into  the  regions  of  the  infinite. 

This  intimate  connexion  between  the  external  and  the  spiritual 
world  lies  outside  the  range  of  our  comprehension.  The  spiritual 
significance  of  a  succession  of  musical  tofies  which  fill  our  hearts  with 
rapture  and  devotion,  and  our  eyes  with  tears;  the  exquisite  pleasure 
we  derive  from  the  contemplation  of  a  harmonious  arrangement  of 
colours,  from  the  curves  of  a  vase,  or  the  outlines  of  a  statue,  can 
never  be  explained,  any  more  than  the  effect  produced  on  us  by  the 
lineaments  and  expression  of  certain  living  human  faces.  Nature 
herself  has  established  this  sympathy  between  external  forms  and  our 
thoughts  and  feelings  which  is  the  everlasting  basis  of  all  true  art. 
The  artist  knows  not,  and  does  not  need  to  know,  the  natural  laws 
and  principles  on  which  he  acts.  He  addresses  us  in  the  language 
which  his  genius  dictates ;  he  uses  exactly  the  right  tone  or  form  to 
convey  to  us  the  message  of  his  spirit  to  ours,  and  we  understand  his 
langu24fe,  'never  having  learned.'  We  understand  him  because  the 
creative  faculty,  which  in  its  highest  manifestation  ennobles  the  artist, 


Digitized  by 


Google 


TRUE  ART  DEFINED. 


is  in  a  lower  degree  the  common  possession  of  us  all  ;  and  because  in 
the  poem,  the  picture,  the  statue,  we  recognise  the  full  and  appro- 
priate interpretation  of  our  own  deepest  thoughts  and  feelings  which 
have  vainly  struggled  to  express  themselves.' 

The  same  message,  as  we  have  already  said,  may  be  conveyed  in 
different  language  by  different  arts,  as,  for  instance,  by  the  dithyramb 
of  the  poet  and  the  bacchanalian  group  of  the  sculptor.  But  each 
art  must  strictly  confine  itself  to  its  own  proper  limits,  and  work  in 
accordance  with  its  own  unchanging  laws. 

There  is,  then,  no  essential  distinction,  much  less,  as  many 
suppose,  antagonism,  between  nature  and  true  art.  *  The  beauty  of 
the  soul,'  says  Schelling,  '  blended  with  graceful  forms  i^mit  sinnlicher 
Anntuth)  is  the  highest  deification  of  nature.*  And  this  is  art.  '  In 
nature,'  says  the  same  writer,  *  life  seems  indeed  to  penetrate  more 
deeply,  and  to  unite  more  closely  with  matter.  But  the  constant 
change  of  matter  shows  that  there  is  no  intimate  fusion,  and  so  does 
death.  Art,  therefore,  only  represents  the  non-existent  as  non- 
existent.' In  one  sense  we  might  almost  say  that  the  work  of  art  is 
a  truer  representation  of  the  spirit  than  the  living  body.  How  many 
beautiful  living  forms  have  ripened,  faded,  and  decayed  since  the 
golden  age  of  Grecian  art !  But  the  marble  forms  of  Demeter, 
Niobe,  and  Aphrodite  still  remain  to  move  and  delight  the  hearts 
of  all  beholders.* 

The  plastic  art,  to  which  we  shall  confine  our  attention,  is  that  by 
which  the  conceptions  of  genius  are  incorporated  with  organic  forms, 
and  principally,  and  in  its  highest  development  almost  exclusively,  with 
the  most  perfect  organism,  the  form  of  man.  This  branch  of  art  too 
must  necessarily  be  imitative,  and  rest  on  a  careful  and  comprehensive 
study  of  the  structure  and  forms  of  living  men.  Yet  here,  again,  we 
must  repeat  that  a  statue  is  only  a  work  of  art,  in  the  higher  sense, 
when  it  is  the  embodiment  and  representation  of  an  art-idea.  The 
sculptor  studies  the  forms  and  motions  of  a  thousand  living  men, 
but  he  copies  no  one  of  them.     He  is  able  to  conceive  and  to  create  a 


'  K.  O.  Miiller,  Archaeol.  der  Kumt.  p.  4.       earner,  when  he  changed  his  marble  mistress 
'  Was  PygmaUon,  after  all,  so  great  a      for  onp  of  perishable  flesh  and  blood  ? 
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form  which  is  far  above  his  actual  experience,  and  which  he  uses  as 
the  fitting  expression  of  his  sublimest  thoughts.  The  natural  world 
produces  nothing  in  absolute  perfection — not  a  leaf,  not  a  flower,  not 
one  of  the  infinite  variety  of  living  :inimals,  not  a  man,  not  even  a  woman. 
*The  perfectly  developed  organic  form/  says  O.  Miiller,'  Ms  no  more 
to  be  met  with  in  our  experience  than  a  pure  mathematical  proportion 
(ein  reines  mathematisches  Verhdltniss),  but  we  may  feel  our  way  to 
it  by  the  help  of  experience,  and  grasp  it  in  a  moment  of  inspiration. 
On  this  effort  after  such  a  conception  of  the  perfect  organism  rests  the 
genuine  ideality  of  Grecian  art.' 

Greek  Art. 

The  clearer  our  conception  of  the  true  nature  of  Art,  and  especially 
of  plastic  art,  the  better  able  shall  we  be  to  understand  that  extra- 
ordinary development  of  it  in  ancient  Greece,  which  is  one  of  the 
most  remarkable  phenomena  in  the  history  of  the  human  race. 

How  are  we  to  account  for  the  fact  that  in  Greece,  and  in  Greece 
alone,  the  pUstic  art  was  carried  to  the  very  highest  perfection  of  which 
it  is  capable  }  How  is  it  that  no  succeeding  age  has  ever  pretended, 
or  even  so  much  as  hoped,  to  rival  the  works  of  Grecian  artists,  even  of 
the  second  grade,  which  are  almost  all  that  have  escaped  the  ravages 
of  time  ? 

The  answer  is  a  long  one  and  cannot  be  fully  given  here,  because 
it  can  only  be  deduced  from  a  consideration  of  the  whole  internal  and 
external  history  of  the  Greek  people.  Greek  art  is  no  isolated  pheno- 
menon in  the  Greek  world,  but  is  inseparably  connected  with  the  peculiar 
national  characteristics  of  the  Greek  people,  with  their  physical  confor- 
mation, their  political  and  domestic  institutions,  their  foreign  relations, 
their  commerce,  and,  above  all,  their  religion.  The  art-faculty  within  us, 
as  we  have  said,  is  the  tendency  to  give  to  our  ideas  a  bodily  form,  and 
the  Greeks  possessed  this  faculty  in  a  degree  inconceivable  to  us.*   The 


*  Arch,  d,  fC,  their  nests  and  the  bees  their  comb.     They 

*  The  Greeks  built  and  moulded  as  if  by      stood  nearer  to  Nature  than  we  do,  and  they 
an  instinct  of  a  higher  nature,  as  the  birds      formed,  like  Nature,  with  beauty  and  truth. 
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spiritual  always  assumed  to  their  vision  a  sensible  corporeal  form,  and, 
on  the  other  hand,  every  corporeal  form  had  to  them  a  spiritual  import. 
Not  only  the  mysterious  forces  and  powers  of  external  nature,  but 
every  thought  of  their  minds,  every  feeling  of  their  hearts,  was  invested 
with  a  suitable  form,  and  into  every  form  of  what  seems  to  us  inani- 
mate and  soulless  nature  they  breathed  the  breath  of  life  and  intelli- 
gence. Sculpture,  as  we  have  said,  deals  almost  exclusively  with  the 
form  of  man,  and  the  chief  aim  and  object  of  the  enlightened  Greek, 
his  highest  ambition  and  his  greatest  joy,  was  to  be  a  man  in  the 
fullest  sense  of  the  woid— man  in  the  most  complete  development  of 
his  bodily  strength  and  beauty,  in  the  active  exercise  of  the  keenest 
senses,  in  the  greatest  because  tempered  enjoyment  of  sensual  plea- 
sure, in  the  free  and  joyous  play  of  an  intellect  strong  by  nature, 
graced  and  guided  by  the  most  exquisite  taste,  and  enlightened  by  the 
sublimest  philosophy. 

An  all- important  element  in  the  artistic  nature  of  the  Greek  wa^ 
his  innate  and  unbounded  love  of  beauty.  To  him  the  beautiful  and 
the  good  were  one  and  inseparable,  and  beauty  and  goodness  inter- 
changeable terms.  To  have  beautiful  children  was  the  burden  of 
every  parent's  prayer  ;  and  the  names  of  those  who  were  distinguished 
by  their  beauty  were  engraved  on  pillars  and  painted  on  vases,  and 
made  the  theme  of  song  and  panegyric.  'Every  pillar  in  Argos, 
Corinth,  Megara,  as  far  as  Oropus,'  says  a  poet,  *  bears  the  name  of 
the  beautiful  Philocles '  *  The  city  of  Egesta  built  a  monument  to 
Philippus,  the  Crotonian,  on  account  of  his  beauty,  and  sacrificed  to 
him  as  a  hero.  *  I  swear  by  the  gods,*  says  Critobulus,^  *  that  I  would 
prefer  beauty  to  a  kingdom.* '  Competitions  for  the  prize  of  beauty 
(iva\Xt(rT€ta)  were  instituted  in  Elis  in  the  time  of  the  Heracleidae  by 
Cypselus,  king  of  Arcadia.  The  natural  inmate  of  the  handsome  and 
well-developed  body  was  the  active  intellect  and  the  beautiful  soul. 
To  Plato  and  Xenophon  a  snub-nosed  philosopher  like  Socrates  seemed 
to  be  a  deplorable  mistake  of  nature,  a  ludicrous  anomaly  ;  yet  they 


»  O.  Tahn,  Pop,  Aufsdtze^  p.  32a     Conf.  *  Xenoph.   Symp,   cap.    iv.   apud  Winc- 

Aristoph.  Acham,  :  kelman,  vol.  iv. 

MOTcxal  •  Plato,    De  LegibuSt    ii.    1,    631,   apud 

hf  rmau  TOi'xoic  <Ypa^*  'AOHNAIOI  K  AAOI.  WinckclmaD. 
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proved  that  they  loved  beauty  not  for  itself  alone,  as  their  successors 
did,  but  as  the  reflex  of  virtue,  by  loving  wisdom  and  virtue  in  the 
ugliest  man  of  Athens ;  they  saw  in  him  something  that  was 

Better  than  beauty  or  than  youth. 

After  what  has  been  said,  it  seems  almost  superfluous  to  enlarge  on 
the  value  of  the  Gymnasium  as  a  school  of  plastic  art.  We  need  only 
imagine  what  it  would  be  to  a  sculptor  of  genius  in  the  present  day 
to  be  a  frequent  witness  of  the  contests  of  the  Pentathlon— in  leaping, 
running,  throwing  the  discus,  hurling  the  spear  and  wrestling — carried 
on  by  hundreds  of  unclothed  athletes  in  the  flower  of  youthful  beauty 
or  the  prime  and  pride  of  manly  strength  ! 

Nor  was  it  only  by  what  we  may  call  in  comparison  the  ruder  and 
coarser  exercises  of  the  Gymnasium  that  Greek  education  sought  to 
make  the  body  the  mirror  of  the  soul.  These  were  complemented  by 
the  ipyri<m  (mimetic  dancing),*  which  corresponds  but  little  with  the 
wretched  shuffling  of  the  feet  alone  which  we  call  dancing,  but  denotes 
the  art  of  expressing,  by  the  gestures  and  motions  of  every  part  of  the 
body,  the  thoughts  and  feelings  of  the  heart^  So  little  was  this  dancing 
confined,  as  with  us,  to  the  legs  and  feet  that  Ovid  speaks  of  the 
arms  as  the  chief  agents  in  the  dance,  *  Si  mollia  brachia^  salta  ;*•  and 
Apuleius  talks  of  *  dancing  with  the  eyes  alone.*  ^  An  important 
branch  of  this  art  was  tht  \upovoyJ.ay  or  the  significant  movement 
of  the  hands  and  fingers,  which  played  so  great  a  part  in  the  expres- 
sive and  graceful  orchestral  and  choral  dances  of  the  Greeks,  and  of 
which  those  who  are  old  enough  to  have  seen  a  Taglioni  or  an 
Ellsler  in  the  ballet  may  form  a  faint  idea.  This  lost  art  is  founded 
in  nature  itself  Among  ourselves,  the  tongue,  the  most  perfect 
index  of  the  thoughts,  has  usurped  a  complete  monopoly  as  the 
medium  of  expression  ;  but  every  natural  movement  and  gesture  of 
our  bodies  is  expressive  of  some  feeling — a  fact  which  especially  comes 

»  Plutarch,  Sympos.  ix.  15,2.     Xenoph.  despised    by    the    wise.       'Socrates,*    says 

Sympos,  vii.  5;  ix.  3-6.  Xenophon,    *  when    blamed     for    dancing, 

■       SchOn  gcschlungen  seelen voile  Taiue.  replied  by  saying,  **flravTi$  i\vai  fi4\ovs  tV 

Schiller's  Gfitteriehre.  dpx^(nv  yv/xydffioy, "  * 

Greek  dancing,  being  a  more  dignified  and  •  Ovid,  Ars  Am.  i.  595. 

graceful    proceeding    than    ours,    was    not  *  Apul.  AM.  x.  251. 
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home  to  us  in  our  intercourse  with  the  dumb.  It  was  one  of  the  objects 
of  Greek  education  to  regulate  this  involuntary  representation  of  our 
spiritual  life,  and  reduce  it  to  a  science,  because  the  Greeks  believed, 
and  believed  rightly,  that  the  motions  of  the  body  may  be  made  to 
react  on  the  mind  and  -heart,  and  that  habits  of  external  dignity  of 
carriage,  and  a  noble  grace,  may  help  to  form  the  soul  to  temperance 
and  virtue. 

When  we  speak  of  the  form  and  movements  of  the  human  body  as 
the  outward  and  visible  signs  of  the  life  and  spirit  of  man,  we  refer,  of 
course,  chiefly  to  the  body  in  its  natural  or  nude  state.  Whatever 
covers  it  must  to  a  certain  extent  hide  its  expression  from  us,  and  it 
was  not  possible  that  the  Greeks,  who  sought  beauty  and  expression 
above  all  things,  could  long  submit  to  clothe  their  statues.  It  was 
therefore  fortunate  that  their  love  of  gymnastic  exercises  led  them 
at  an  early  period  to  lay  aside  the  dress  which  impeded  their  activity, 
and  that  they  soon  learned  to  regard  the  natural  limbs  as  the  noblest 
costume  of  the  free  spirit.*  In  this  respect  the  Hellenes  differed 
widely  from  the  Oriental  nations,  who  considered  it  shameful  *  even 
for  a  man '  to  be  seen  nude.*  The  Ionian  Greeks  followed  the  Asiatic 
custom,'  and  long  retained  their  ample  flowing  robes,  which  they  intro- 
duced into  Athens  itself.  Complete  nudity  appears  to  have  come 
first  from  Crete  and  Lacedamon.  In  the  15th  Ol.  Daippos  of  Megara 
lost  his  apron  in  the  stadion  by  accident,  to  which  he  was  thought  to 
owe  his  victory.  Acanthus  of  Lacedaemon  was  the  first  to  enter  the 
lists  nude,  and  nudity  then  became  the  rule  for  runners,  and,  shortly 
before  the  time  of  Thucydides,  for  all  athletes.*  The  artist  of  course 
represented  what  he  saw  in  actual  life,  and  the  practice  of  representing 
the  A^^m'^/ (deified)  victors  nude  was  soon  transferred  to  representations 
of  the  gods  themselves,  who  in  the  earliest  Greek  art  were  richly  and 
heavily  robed.       

'  Lessing  says  ;    *  Das  Uebliche  war  bei  die  Schonheit  der  menschlichen  Form  ?  Und 

den  Alten  cine  sehr  geringschatzige  Sache.  wird  der,  der  das  Grossere  erreichen  kann, 

Siefuhlten,  dass  die  hochste  Bestimmnng  der  sich  mit  dem  Kleineren  bcgniigen  Y 

Kunst  sie  auf  die  vollige  Entbehrung  des-  *  Herod,  i.  10. 

selben  fiihrte.     Schonheit  ist  diese  hochste  *  Homer  (//.  xiii.  685)  calls  the  lonians 

Bestimmung.     Noth  erfand  die  Kleider,  und  lAKcxfraivcs,  Xxaixz-t railing,     Conf.  Thucyd. 

was  hat  die  Kunst  mit  der  Noth  zu  thun  ?  i.  6. 

Ich  gebe  es  zu,  dass  es  auch  eine  Schonheit  <  K.  O.  Miiller,  Arch,  d,  K,  sec.  336 
der  Bekleidung  giebt ;  aber  was  ist  sie  gegen 
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But  though  the  nude  form  of  man  Is  the  proper  subject  of  plastic 
representation,  it  is  evident  that  the  artist  cannot  on  all  occasions 
confine  himself  to  it.  Fortunately  for  art,  the  plastic  instinct  and  the 
supreme  good  taste  of  the  Greeks,  founded  on  an  innate  sense  of 
natural  beauty,  preserved  them  from  the  hideous  absurdities  of  cos- 
tume into  which  the  whole  modern  world  has  fallen,  and  which  are 
alone  sufficient  to  check  the  progress  of  the  sculptor's  art  The  Greek 
dress  in  the  age  of  Pericles,  while  it  perfectly  answered  the  primary 
purpose  of  protection,  and  satisfied  the  conventional  ideas  of  decency 
and  propriety,  was  of  the  simplest  kind,  and  derived  its  character,  its 
peculiar  shape  and  fold,  from  the  person  which  it  enveloped.  There 
was  then  no  dressmaking  or  tailoring,  in  our  sense  of  the  words,  and 
noble  men  and  women  did  not  buy  from  their  inferiors  their  notions 
of  what  was  graceful  or  becoming.  The  two  principal  garments, 
in  their  different  modifications,  were  the  x^riv  (tunic)  and  the 
ifidriov  (mantle).  The  former  was  a  kind  of  shirt,  with  or  without 
sleeves,  and  either  of  woollen  stuff  and  short,  as  among  the  Dorians, 
or  long  and  of  linen,  as  among  the  Ionian  Greeks.  A  change,  however, 
appears  to  have  taken  place  in  Athens  in  the  time  of  Pericles,  when 
the  long  Ionian  chiton  was  superseded  by  the  Dorian,  as  better  suited 
for  active  life.  The  himation  was  a  large  square  or  oblong  cloth,  in 
form  like  a  Scotch  plaid,  which  was  worn  in  different  ways  according 
to  the  fancy  or  the  momentary  needs  of  the  wearer.  In  general  it 
was  thrown  over  the  left  shoulder  and  brought  round  the  back,  and 
under  the  right  arm  back  to  the  left  shoulder  again,  where  it  was  some- 
times fastened.  According  to  the  old  Greek  custom,  men  of  strong 
and  healthy  constitutions  wore  the  himation  alone  without  the  chiton, 
and  it  is  therefore  rare  in  fully  developed  Greek  art  to  find  gods 
or  heroes  wearing  the  under  garment  They  wrapped  themselves 
in  the  himation,  and  even  this  was  laid  aside  in  preparation  for 
any  active  exertion  ;  and  therefore  it  is  that  deities,  whether  stand- 
ing or  moving,  are  so  often  represented  nude,  while  in  seated  statues 
the  himation  is  generally  wrapped  round  the  lower  limbs,  leaving  the 
upper  part  of  the  body  bare. 

The  dress  of  the  women  differed  but  little  from  that  of  the  men. 
The  Doric  chiton,  which  was  woollen,  was  short  and  without  sleeves. 
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and  open  on  one  side  ;  it  was  fastened  on  the  left  shoulder,  or  some- 
times on  both  shoulders,  by  a  brooch.  The  Ionic  chiton  reached  to 
the  feet  and  had  large  wide  sleeves.  Sometimes,  if  we  may  judge 
from  statues  of  females,  the  chiton  appears  to  have  reached  only  from 
the  waist  downwards,  in  which  case  a  short  mantle  was  worn  over  the 
bosom  and  shoulders,  and  was  fastened  on  each  shoulder  by  a  brooch. 
The  long  chiton  (-TroSiy/oiyy,  down  to  the  feet)  was  confined  by  a  girdle, 
and  was  often  so  long  that  it  had  to  be  drawn  up  to  allow  free  move- 
ment to  the  feet  The  superfluous  length  was  then  allowed  to  hang 
over  the  girdle  in  a  deep  fold  called  the  diploidion^  which  forms  a  very 
beautiful  feature  in  Greek  female  costume.  Herodotus  (v.  88)  says 
that  this  dress  was  not  of  Ionian  but  of  Carian  origin.  The  Ionian 
Greeks  seem  to  have  adopted  the  more  Oriental  costume  of  their 
Carian  wives,  and  to  have  introduced  it  into  Athens. 

The  ;^Xa/ii5^  (cloak),  also  called  *Thessalian  wings,'  from  the  two  side 
pieces  sometimes  set  on  to  it,  was  the  national  dress  of  the  lUyrians 
and  other  northern  tribes,  but  was  adopted  as  a  riding  dress  in  Athens. 
It  was  a  sort  of  cai>e,  fastened  by  a  brooch  on  the  left  shoulder,  and 
hanging  down  in  two  points  over  the  thighs.  It  was  frequently  orna- 
mented with  purple  and  gold,  and  was  much  affected  by  the  *  horse- 
loving  '  young  gallants  of  Athens. 


Influencf-  of  Religion  on  Greek  Art. 

The  art  of  Greece,  like  that  of  other  nations,  was  fostered  by  the 
religious  sentiment,  and  from  its  infancy  to  its  decline  we  find  it  in  the 
service  of  religion.  Nothing  is  more  striking  in  the  wondrous  pageant 
of  Greek  history  than  the  predominance  of  religious  ideas  in  the 
minds  of  the  Greeks  throughout  the  golden  period  of  their  national 
life.  They  never  lost  that  abiding  faith  in  the  direct  personal  inter- 
vention of  the  Gods  in  the  affairs  of  men,  without  which  human  life 
is  a  stagnant  pool  of  corruption.  Even  an  historian  like  Herodotus 
sees  in  all  the  great  events  and  deeds  which  he  records  the  operations 
of  the  Deity;  and  to  set  these  fully  before  our  eyes  is  the  main  object 
of  his  work.     It  was  the  Gods  who  turned  the  scale  of  victory  against 
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the  Persians,  and  Apollo  himself  defended  his  temple  against  the 
attack  of  the  victorious  Gauls.  *  The  universe  within  was  divided 
by  no  wall  of  adamant  from  the  universe  without,  and  the  form  of 
the  spirit  mingled  and  dwelt  in  trustful  sisterhood  with  the  form  of 
the  sense/  *  *  Religion/  says  Ottfried  Miiller,  *  opens  to  man  a 
spiritual  world,  which,  though  it  does  not  come  within  his  experience 
in  the  external  world,  requires  external  representation.'  The  whole 
character  of  the  Greek  theogony  is  essentially  anthropomorphic,  and 
it  is  to  the  fusion  of  the  Divine  and  human  in  this  mythology,  and  to  the 
glorious  forms  which  the  poets  fashioned  from  the  precious  amalgam, 
that  we  owe  the  noblest  conceptions  and  the  highest  achievements 
*&f  plastic  art  The  purer  faith  which  succeeded  polytheism  is  far  less 
iiaivourable  to  the  growth  of  art.  The  one  true  God  of  the  Jew, 
'whose  going  forth  is  from  the  end  of  the  heaven,  and  His  circuit 
unto  the  ends  of  it ' — the  God  '  who  is  a  spirit,*  *  who  dwelleth  not  in 
temples  made  with  hands,'  cannot  be,  or  ought  not  to  be,  the 
subject  of  artistic  representation  ;  and  the  Jews  had,  properly  speak- 
ing, no  national  art,  and  that  which  they  borrowed  from  heathen 
nations  was  entirely  decorative.  The  pure  spirituality,  the  ascetic 
morality  of  the  Christian  Faith,  whose  object  is  infinite,  immortal, 
invisible — which  is  apt  to  regard  the  body  not  only  as  distinct  from 
but  as  the  foe,  the  snare,  and  the  prison  of  the  soul — would  also 
seem  at  first  sight  altogether  antagonistic  to  an  art  whose  highest 
aim  is  the  representation  of  ideal  beauty  in  human  form.  That 
there  is,  notwithstanding,  a  Christian  art  of  very  high  excellence, 
especially  pictorial,  is  again  owing  to  the  fusion  of  the  Divine  and 
human  nature,  in  the  fullest  and  highest  sense  of  the  words,  in  the 
person  of  the  Saviour,  and,  in  a  different  and  lower  degree,  in  that 
of  the  Virgin  Mary  and  the  Saints.  Yet  even  here  we  must  confess 
that  the  Christian  artist  has  to  do  violence  to  his  religion,  and  to  a 
certain  extent  to  degrade  and  heathenise  it  before  he  can  adapt  it 
to  artistic  requirements.  The  ideal  of  the  Saviour  is  not  that  of 
heroic  strength  and  beauty,  but  of  *  the  Man  of  Sorrows  and  ac- 
quainted   with   grief,'   'bruised  for   our   transgressions,'  'who   when 
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we  behold  Him  has  no  beauty  that  we  should  desire  Him.'  Yet 
what  artist,  worthy  of  the  name,  could  bring  himself  to  ascribe  to 
Him,  on  canvas  or  in  stone,  other  than  the  perfection  of  glorified 
manhood  ?  We  know,  in  fact,  that  much  of  the  genius  of  Grecian 
sculptors  still  glows  on  the  canvas  of  mediaeval  painters.  It  was 
indeed  chiefly  the  form  and  attitude  of  the  body  which  Christian  art 
condescended  to  borrow.  Take,  for  example,  the  Sixtine  Madonna. 
The  outline  is  borrowed  from  the  Grecian  goddesses  ;  in  the  face  we  see 
the  light  of  the  Christian's  heaven,  and  a  grace,  a  purity  and  divinity 
beyond  all  heathen  ken.  Yet  the  aspirations  of  Christianity  after  an 
inward  spirituality,  freed  from  corporeal  and  sensual  bonds,  are  essen- 
tially unplastic.  Its  vast  and  abstract  ideas,  its  sublime,  ineffable 
mysteries,  may  indeed  be  indicated  to  the  believer  by  symbols,  but 
can  never  be,  properly  speaking,  represented  *  in  gold  or  stone,  graven 
by  art  and  man's  device.'  The  very  object,  in  fact,  of  the  Christian 
religion  is  to  do  away  with  that  interdependence  and  correlation  of 
soul  and  body  which  lies  at  the  very  root  of  plastic  art. 

The  Greek  viewed  the  matter  in  a  totally  different  light.  To  him 
the  body  seemed  not  the  prison,  but  the  glorious  temple  of  the  soul. 
He  saw  no  great  gulf  fixed  between  earth  and  heaven,  but  a  connect- 
ing bridge  across  which  gods  and  demi-gods,  men  and  heroes,  crossed 
and  recrossed  from  shore  to  shore.  His  very  theogony  taught  him 
that  gods  and  men  were  one  in  their  origin,  though  so  different  in 
power  and  destiny,  and  drew  their  breath  from  the  same  mother  of  all.* 

*£v  dv^p&Vj  €v  $€S>v  yivof  ck  luat  bi  nvioyicv 

Mca-pbs  dfjLtf>or(poi  *   duipyti  dc  irdaa  KtKpipiva 

Avvafust  iis  t6  fitv  ovbivf  6  hi  \aKK€Oi  dcrifyoKis  aliv  tdos 

M.(U€t  ovpavos.     aKkd  ri  frpo(r<l>epOfi€v  tfp.nav  fj  pAyau 

Noov  iJTOi  <j>v(rtv  dOavdrois  * 

Kalir€p  e<f>afi€piap  ovk  dddra  ovde  ficra  vvktos  ^M<  rrorpos 

Otav  riv  typa^t  bpap§lv  trori  ardOpav. — Pindar,  A^em,  vi.  1-7. 


•  Alcinous,  struck  by  the  appearance  of  The  gods  were  only  the   *  older  line,  *  the 

Ulysses,  suggests  that  he  may  be  one  of  the  giants  the  *  junior  line'  of  the  same  race, 

gods  to  whom  the  Phseacians,  like  the  Cyclo-  Polyphemus  even  speaks  with  contempt  of 

peans,  stood  nearer  than  other  races  of  men  :  Jove  : 

Ovri  xaroucpvvTOvair  ^c^  a^iatp  iyyvBtp  ci/A«V,  Ov  yap  Ki/JcXw«-«f  Aib«  alyioxov  oA^ovo'ii' 

'Q9Wfp  KwicA«ir«5  t€  maX  oypia  ^vka  yiyiyruv.  Ov6i  Btitf  fuucdpttv '  iwtiji  iroXw  ^prtpoC  tliity, 

Oifys.  vii.  204.  odj^s.  ix.  275-6. 
Yea,  if  one  find  them  in  a  lonely  place. 

No  mask  they  wear,  for  we  are  near  them  stilly  '  For  the  Cyclopes  pay  no  hoed  to  Zeus,  lord  of  the 

Like  the  Cyclopean  race  and  giants  rude  of  skill.  xps,  nor  to  the  blessed  gods,  for  verily  we  are  better 

(Worsley's  transl.)  than  they  '  (Butcher  and  Lang's  translation.; 
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*  Men  and  gods  are  of  one  race,  for  we  both  derive  our  breath  from 
one  mother ;  the  difference  in  might  alone  distinguishes  them.  The  one 
is  nothing ;  to  the  other  there  remains  the  brazen  sky  as  an  eternal 
dwelling-place.  But  in  some  respects  we  resemble  the  immortals,  in 
powerful  mind  or  body,  although  we  know  not  to  what  goal  by  day 
or  night  the  Fates  have  destined  us  to  run.* 

The  Greek  found  neither  pleasure  nor  profit  in  abstraction  ;  his  gods 
must  be  visible  to  the  eye  in  definite  form  and  character,  and  move 
and  act  before  him  according  to  their  kind.  They  were,  in  fact,  him- 
self* writ  large* — the  giant  reflection  of  his  own  form,  such  as  the 
traveller  sees  from  some  Alpine  height  projected  across  the  mists. 
They  only  differed  from  himself  where  he  feels  himself  imperfect. 
He  had  no  other  fault  to  find  with  this  life  than  that  it  was  subject  to 
want,  disease,  and  above  all  to  death — to  the  descent  into  the  dreary 
realms  of  Hades,  to  which  any  abode  in  any  human  form  on  earth 
was  preferable.*  When  Ulysses,  during  his  visit  to  the  lower  world, 
compliments  Achilles  on  the  high  estate  he  held  among  the  shades, 
Achilles  tells  him  not  to  *  talk  thus  lightly  of  death,'  and  adds — 

I  would  e'en  be  a  villein,  and  drudge  on  the  lands  of  a  master, 
Under  a  portionless  wight,  whose  gamer  was  scantily  furnished, 
Soontr  than  reign  supreme  in  the  realm  of  the  dead  that  have  perished.' 

The  Greek  therefore  gave  to  his  gods  all  that  he  wished  for  him- 
self. He  was  a  wretched  mortal  (SetXoy  ^poTos),  a  shadowy  vision 
{aKias  Svap);  they  were  happy,  unwearied,  ever  living  (jiaKapes,  dreipsU, 
alev  iovTBs),  Could  he  but  eliminate  decay  and  death  from  his  own 
life,  he  would  ask  for  nothing  but  what  this  world  affords ;  and  his 
gods  were  free  frcm  the  evils  which  disturbed   his  own   happiness, 


*  We  are  reminded  here  of  the  terrible  out  of  heaven,  and  an  evil  mist  has  over- 

Belshazzar-like  warning  of  Theoclymenus  to  spread  the  world  *  (Butcher  and  Lang's  tr.). 

the  suitors  in  the  Odyssey,  xx.  350:  *  Ah!  «  Odys.xu  488.    Conf.  Shakspeare,  act  iii. 

wretched  men,  what  woe  is  this  ye  suffer?  sc.  i: 

Shrouded  in  night  are  your  heads,  and  faces,  _^          .         ^         ......... 

and  knees    and  kindled  is  the  voice  of  wail-  iJ*  ^'^f"*"  *^^  ™<»i  loathed  worldly  life 

ana  Knees,  ana  Kinaica  is  me  voice  01  wan-  xh^t  ache,  age,  penury,  and  impriaooment 

mg,  and  all  cheeks  are  wet  with  tears,  and  Can  lay  on  nature,  is  a  paradise 

the  walls  and  the  fair  spaces  between  the  To  what  wefearofdeaih. 

pillars  are  sprinkled  with  blood.     And  the 

porch   is  full  of  phantoms,  and  full  is  the  and  Virg.  /En,  vi.  435 : 

court,  the  shadows  of  men  hasting  hellwards  ^^^^  vellent  athere  in  alto 

beneath  the  gloom,  and  the  sun  has  perished  Nunc  ei  paupericro  «  Siw  pciSne  Uborcs  1 
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and  were  thus  the  ideals  of  what  he  felt  himself  to  be  capable  of 
becoming^.  They  had  no  infinite  or  abstract  qualities  ;  they  were  not 
eternal,  retrospectively  at  least ;  they  were  bom  like  himself ;  there  was 
a  time  when  Zeus  did  not  yet  occupy  the  throne  of  heaven.  They 
were  not  infinite  or  omnipresent ;  they  dwelt  in  the  golden  palaces  of 
Olympus,  and  moved  from  place  to  place.  They  were  not  omniscient 
or  omnipotent ;  Athene  was  mistaken,  and  receives  information  from 
Orestes ;  and  even  Zeus  was  subject  to  the  decrees  of  Fate,  and  wails 
over  the  approaching  death  of  his  best  beloved  Sarpedon  : — 

*12  fioi  cyov,  oT€  fioi  2tipinjd6va^  <j>iKraTOP  dv^pSufj 
fioip*  \m6  HarpoKkoio  Mtyoinadao  dofirjpat. 

Woe,  woe  !  that  fate  decrees  my  best  beloved 
Sarpedon  by  Patroklos'  hand  to  fall. 

The  gods  of  Greece  are  no  uniform  abstractions ;  each  has  his  own 
peculiar  type  and  character,  tastes  and  idiosyncrasies,  his  own  sharply 
defined  functions,  and  his  own  external  history.  Their  desires  and 
pleasures  are  similar  to  those  of  men :  they  eat  their  ambrosial  food,  and 
quaff  their  sweet  nectar  to  the  sound  of  Apollo's  lyre,  and  the  Olympian 
halls  ring  with  inextinguishable  laughter.  They  love  and  hate,  desire 
and  fear ;  they  are  persuaded  by  gifts,'  are  subject  to  anger  and 
jealousy,  and  even  pain  and  sorrow — and  why  i  Because  the  Greek 
did  not  desire  for  himself  a  uniformly  calm  and  passionless  existence  ; 
because  he  delights  in  the  contrast  qf  light  and  shade,  in  the  alter- 
nation of  joy  and  grief,  *  in  the  torrent  of  life,  the  roll  of  events,  the 
storm  of  action,'  in  all  the  tragic  emotions  of  the  soul.^  The  Faust 
of  Gothe  speaks  like  a  true  Greek  when  he  says : — 

Ich  fiihle  Muth  mich  in  die  Welt  zu  wagen, 
Der  Erde  Web,  der  Erde  Qliick  zu  tragen, 
Mit  Sturmen  mich  herumzuschlagen. 


*  A&pa  Btobs  %§i$€t,  Z&f^  aHoiovs  fioffikiias  as  ours  is,  by  the  conflict  between  the  flesh 

(Plato,   /^ep,   iii.    391).     Ace  to  Suidas,  i.  and  the  spirit,  time  and  eternity  *  (Schiller). 

n  623,  this  line  was  supposed  to  be  from  ^^^  g^,^  ^           ^^ ,  .„  ^^,^^  B^ 

llesiod.     Cqnf.  Qvid,  Ars  Amat,  in.  653:  (Goethe's  F«i«/.) 

Placatur  doni^  Jupiter  ipse  datis.  ,      .     ,           ^.       , 

«  «  rr^lr    «rf    ic  nntiiml     nnrnnvpntionnl  ^*"  ™"**  begin,  know  this,  where  Nature  ends  : 

»  "Greek  art  is  natural,    unconventional.  Nature  and  man  can  neverbe  fast  fiiends. 

eternal,    because    the    Greeks    lived     and  (Mat.  Arnold,  ^r/j^  ^^«.//x.) 

thought  and  felt  naturally;    because  their 

nature  was  free  in  the  fullest  sense  of  the  This  sounds  strange  in  this  material   evo- 

word  ;  because  their  nature  was  not  divided,  lutionary  age ! 
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And  as,  on  the  one  band,  the  gods  of  Greece  are  but  sublimated 
men,  so  the  heroes  of  myth  and  plastic  art  partake  of  the  divine. 
The  strongest  link  between  earth  and  heaven  resulted  from  the  com- 
merce of  the  Gods  with  the  royal  heroines  of  the  mythical  period 
whom  the  former  not  unfrequently  preferred  to  their  own  Olympian 
peeresses.     The  offspring  of  their  union  were 

Kinsfolk  of  gods,  not  far  from  Zeus  himself. 

Whose  is  the  altar  to  ancestral  Zeus 

Upon  the  hill  of  Ida,  in  the  sky : 

And  still  within  their  veins  flows  blood  divine.' 

These  demigods  had  a  sort  of  claim  to  the  inheritance  and  dignity 

of  their   celestial  sires,  and  were   expected   to  prove   their  origin, 

and  win  the  prize  of   immortality  by  the  dignity  of  their  character 

and  the  lustre  of  their  achievements.      This  commingling  of  earth 

and  heaven,  which  naturally  offends  the  philosopher,  made  Homer 

the   intellectual   founder  of   the   plastic   arts.      He  brought   down 

heaven  within  the  reach  of  men,  pointed  to  its  bright  eternal  citadels 

as  the  goal  of  their  aspirations,  and   thus   raised  the  standard   of 

humanity ;  for 

Da  die  Gutter  menschlicher  noch  waren 
Waren  Menschen  gttttlicher.' 


*  Plato,     Rep,     iii.     391     (Davies    and      from  the  Niob^  of  itschylus. 
Vaughan*s    translation).      Supposed    to   be  *  Schiller's  Cotter  Griechtnlands, 
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FIRST   PERIOD. 

FROM   THE  COMMENCEMENT  OF  ART  IN 
GREECE  TO  OL.   70,   b.c,   500. 


CHAPTER   II. 

MYTHICAL    ART 

The  annals  of  art-history,  like  all  other  annals,  begin  with  religious 
myths^ — the  streams  of  human  life  all  flow  from  heaven.  '  Fable,'  says 
Prof  Brunn,*  *  is  ever  skilful  in  filling  up  the  blanks  of  history.  The 
first  deities  fall  from  the  skies,  the  gods  work  here  on  earth,  and 
finally  enter  into  relation  with  men  and  impart  to  them  the  arts 
of  life; 

The  ancient  Germans,  as  we  learn  from  Tacitus,*  considered  it 
derogatory  to  the  majesty  of  the  celestials  to  confine  them  within 
walls,  or  to  fashion  them  after  the  likeness  of  the  human  face.  'They 
consecrated  groves  and  woods,  and  called  by  the  names  of  gods  that 
mysterious  something  which  is  seen  by  reverence  alone.'  And  in  like 
manner  their  fellow  Aryans,  '  the  Pelasgi,'  says  Herodotus,'  *  at  first 
sacrificed  to  the  gods  by  general  invocations,  as  I  was  confidently 
assured  at  Dodona,  without  giving  them  any  names,  because  they  had 
not  heard  of  any.     And  they  called  them  Gods,  i.e.  powers — because 


»  Kunst  bn  Homer,  »  Dt  Moribus  Ctrm.  ix.  •  ii.  5a. 
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they  had  made  all  things  in  due  order  and  ruled  in  every  region.* 
Even  as  l^te  as  the  time  of  Pausanias  there  was  a  grove  in  Mount 
Lycaeus  in  Arcadia  consecrated  to  Zeus  Lycaeus,  into  which  men 
were  forbidden  to  enter.  'Whoever  enters  dies  within  the  year.**  On 
the  summit  of  this  very  mountain  a  conical  mound  of  earth  is  still  to 
be  seen,  and  similar  ones  have  been  found  in  the  Altis  of  Olympia, 
and  on  the  top  of  Mount  ^nus  in  Cephalonia.  This  quasi'mono- 
theistic  worship  of  the  Arcadian  Zeus  must  therefore  have  existed 
side  by  side  with  fully  developed  polytheism  during  the  whole  period 
of  Greek  history. 

According  to  Herodotus  the  Pelasgi  learned  the  names  of  the 
gods  from  the  Egyptians.  They  seem,  however,  to  have  received 
some  of  their  idols  with  their  names  from  the  Phoenicians.  Among 
the  first  and  most  popular  of  these  strange  deities  was  the  image  of 
A  starts  Aphrodite,^  who  was  said  to  have  risen  from  the  sea.  But 
though  many  of  the  Gods  of  Greece  may  have  been  foreign  importa- 
tions, others  were  the  natural  development  of  symbols.  It  is  not 
necessary,  of  course,  that  the  symbol  should  in  any  proper  sense  repre- 
sent the  object  of  worship.  The  form  of  the  symbol  is  a  matter 
of  indifference;  nay,  we  may  say  that  mystical  religion  has  always 
preferred  the  most  shapeless  and  grotesque  objects.  Pausanias' 
speaks  of  thirty  pillars  erected  at  Pherae,  each  of  which  has  the 
name  of  a  God  and  received  divine  honours  from  the  inhabitants. 
In  the  temple  of  the  Graces  at  Cyzicus  was  a  three-cornered  pillar 
which  Athene  herself  presented  as  the  first  work  of  art,*  and  coins  of 
Ambracia,  ApoUonia  and  Oricus  in  Illyria  bear  on  them  a  pointed 
pillar  (AttoKKwv  KtovoeiSrjsf)  which  represents  Apollo  ^Ayvievs,^ 
Spears  were  looked  on  as  symbols  of  the  Gods,  and  even  the  spear 
of  Agamemnon  was  an  object  of  worship  in  Chaeroneia.®  The  first 
Here  (Juno)  at  Argos  was  a  pillar  [kI(ov\  the  Athene  at  Lindos  a  smooth 


»  Pausan.  viii.  48.     Conf.   Curtius,  HisL  •  vii.  22,  3. 

cf  Grtece  (VftiTd^s  translation).  *  Jacobs,  AnthoL  Pal.  p.  297  n,  342.    O. 

'  For  the  prototype    of  Aphrodite  vide  Miiller,  Handb,  d,  Archaol  sec.  66. 

Layard,   ^fon,   of  Nineveh^  pi.   xiv.   5,   6.  *  O.   Miiller,  Archaol,  d  K,  sec.  66  and 

Conf.  Birch,   Anc,  Pottery,  « MylitU  of  the  Denkm.  d.  alten  Kumt,  Taf.  i.  No.  2. 

Greeks.'  •  Paus.  ix.  40,  6. 


Digitized  by 


Google 


SYMBOLS,     HERM^,  17 


but  shapeless  beam  (XeJoy  ffio^).  *The  image  of  Artemis  (Diana) 
in  Icarus  was  a  log  of  unwrought  wood  ;  •  ♦  •  and  tliat  of  Here  at 
Samos,  as  says  iCthlius,  was  once  a  board  {aavU)'  *  Dionysus  (Bacchus) 
irapucwvios  was  represented  at  Thebes  by  a  pillar  overgrown  with 
ivy,  and  the  Dioscuri  (Castor  and  Pollux)  at  Sparta  by  two  posts 
{hoKava)  united  at  the  top  and  bottom  by  cross  beams.  The  people  of 
Orchomenus  venerated  certain  stones  which,  they  said,  fell  down 
from  heaven  and  were  taken  up  by  Eteocles.* 

How  long  the  so-called  aneiconic  (without  definite  form)  period 
lasted  it  is  impossible  to  say  with  any  degree  of  certainty.  It  seems 
probable  that  when  the  vague  notions  of  the  powers  of  nature  were,  so 
to  speak,  crystallised  by  fable  and  poetry,  the  first  rude  attempts  were 
made  to  represent  them  in  wood,  the  most  plentiful  as  well  as  the  most 
tractable  material.  The  term  ^oava  was  originally  confined  to  wooden 
images,  the  makers  of  which,  so  long  as  they  were  mere  shapeless 
symbols,  were  unknown,  and  which,  like  'the  great  Diana  of  the 
Ephesians,*  were  supposed  to  have  fallen  from  heaven.  The  first  ad- 
vance from  the  shapeless  log  as  symbol  was  probably  marked  by  the 
Herma,  in  which  an  attempt  is  made  to  bring  the  image  into  more  con- 
spicuous relation  to  the  deity  represented  by  adding  the  head,  and  short 
projections  byway  of  arms  to  support  the  numerous  attributes  ascribed 
to  him  by  the  popular  faith.  These  Hermae,  which  were  square  pillars 
surmounted  by  a  bust  (T£Tpa7a)i/o^  i/D7acTia '),  were  most  common  in 
Arcadia,  the  chief  seat  of  the  worship  of  Hermes  (Mercury). 

We  must  not  suppose,  however,  that  the  artistic  merit  of  these  ob- 
jects of  actual  worship  kept  pace, with  the  increasing  skill  and  taste  of 
successive  generations.  The  rude  idol  was  hallowed  in  men's  ^y^s  by 
its  mysterious  origin,  its  hoary  antiquity,  and  the  reverence  of  preceding 
generations.  The  pious  artist  would  deem  it  a  sacrilegious  thing  to 
alter  the  form  which  he  had  worshipped  from  his  infancy,  and  from 
which  he  had  received  unnumbered  favours.  Who  should  dare  to  giye 
to  the  Divinity  another  shape  than  that  in  which  he  had  chosen  to  reveal 
himself  to  his  worshippers }  When  the  founder  (otKurrij^)  of  a  colony 
sought  to  place  his  expedition  under  the  protection  of  the  God  of  the 

>  Clemens  Alexandr.  Frotrept,  iv.  p.  4  (ed.  Potter). 

»  Paus.  ix.  28.  I.  ■  Thucydides,  vi.  27. 
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metropolis,  he  did  not  ask  the  artist  to  exercise  his  originality,  to 
task  his  highest  skill  in  the  production  of  a  consummate  work  of  art. 
What  he  wanted  was  an  exact  reproduction  {a<f>iSpvfia)  of  the  most 
time-hallowed  image  of  his  country's  tutelary  divinity,  and  any  devia- 
tion from  it,  however  much  it  might  be  an  improvement  from  an 
artistic  point  of  view,  would  only  tend  to  rob  it  of  its  godhead.  The 
wooden  image  of  Latona  at  Delos,*  we  are  told,  was  so  grotesque  as  to 
make  the  gloomy  Parmeniscus  laugh ;  but  it  might  not  on  that  account 
be  less  sacred  even  in  Ais  eyes.  Pausanias,*  in  speaking  of  some 
Daedalian  images  of  a  similar  character,  says,  that  though  they  were 
indeed  *  rather  absurd  in  appearance  *  (aTOTrdrspa  ttjv  i-^iv)^ '  a  certain 
divinity'  {ri  koX  ivOsov)  shone  forth  in  them. 

As  all  art,  even  in  its  highest  development,  must  rest  on  the  basis 
of  handicraft,  it  is  natural  that  the  earliest  names  which  we  meet 
with  in  the  mythical  period  should  be  those  of  simple  artificers. 
Frequent  mention  is  made  of  an  art-guild  under  the  name  of 
Dactyls  (Ao^TirXot),  '  fingers,*  who  worked  for  Cybele  on  Mount  Ida 
in  Crete,  and  of  whom  Kelmis  (melter),  Damnameneus  (tongs),  and 
Acmon  (anvil)  are  especially  mentioned.^  We  read  also  of  the 
Telchines  in  Sicyon.  Crete  and  Rhodes,  as  workers  in  metal,  who 
made  the  sickle  of  Cronos*  (Saturn),  the  trident  of  Poseidon  (Neptune), 
and  the  first  images  of  the  Gods.^  L,ike  the  'adepts*  of  the  Middle 
Ages,  all  these  early  artificers  were  regarded  as  malicious  demons, 
dealing  largely  in  sorcery,  and  they  are  darkly  alluded  to  as  such 
by  Pindar.^ 

D.^DAI^US. 

The  first  individual  figure  which  the  dawn  of  art-history  enables  us 
to  see  with  any  distinctness  is  that  of  Daedalus,  and  even  he  is  regarded 
by  many  as  a  purely  mythical  personage  representing  the  collective 
art  of  wood-carving.  The  name  itself  signifies  *  a  cunning  craftsman  ' 
in  general,  and  is  not  confined  to  the  art  of  the  sculptor.     Pausanias, 


•  Athenaeus,  xiv.  614.  •  OL  vii.  56.    Callim.  Hymn,  in  Del.  31. 
«  ii.  4.     Miiller,  Arch.  d.  K.  68,  sec.  Welcker,  Msch,    TriiogU,  p.   182.     Miillcr, 

•  Strabo,  x.  p.  473.  Arch.  d.  K.  sec.  70.     Hoeck,  Kreta^  i.  345, 
<  Ibid.  xiv.  p.  653.       ■  Diod.  Sic  v.  55.  356. 
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who  is  generally  cited  as  a  witness  against  the  personal  existence  of 
Dxdalus,  appears  to  waver  in  his  opinion.* 

Daedalus  is  variously  stated  to  be  the  son  of  Eupalamus,  or  of 
Metion — both  of  them  sons  of  Erechtheus — and  of  Merope,  daughter 
of  Erechtheus  and  cousin  of  Theseus;^  and  by  some  writers  he  is 
called  a  Cretan.^  We  are  told  that  he  became  jealous  of  his  nephew 
and  pupil  (?)  Talos  (or  Perdix),*  whom  he  murdered,  and  was  obliged 
in  consequence  to  flee  to  Crete,  where  he  worked  for  King  Minos, 
Pasiphae  *  and  Ariadne. 

The  name  of  Daedalus,  however,  is  most  frequently  and  intimately 
connected  with  Athens,  where  a  guild  of  wood-carvers,  claiming  de- 
scent from  him,  maintained  itself  under  the  name  of  Daedalids  for  many 
centuries.  But,  wherever  wood-carving  was  practised,  Daedalus  was 
supposed  to  have  resided,  and  works  attr^uted  to  him  existed  at 
Thebes,  Lebadaea,  Corinth,  Argos,  Pisa,  Messene,  and  Gela  in  Sicily.^ 
Diodorus  Siculus^  carries  him  to  Egypt,  where  he  is  said  to  have  built 
the  temple  of  Ptha  at  Memphis,  and  to  have  been  rewarded  by  per- 
mission to  set  up  a  statue  of  himself  in  the  building. 

The  invention  of  the  saw,  the  axe,  the  plummet-line,  the  gimlet, 
and  a  kind  of  *  fish-glue '  (isingl^iss)  are  ascribed  to  him.*  But  his  chief 
importance  in  the  history  of  sculpture  is  owing  to  the  belief  that  he 
was  the  first  to  loose  the  arms  of  his  figures  from  their  sides,  and  to 
unbind  their  feet  and  allow  them  to  step  out.  He  too  opened  the 
closed  eyes  (Sfifiara  fis^vKora),  which  characterised  the  Predaedalian 
statues — closed,  as  was  ^om^etimes  s^id,  in  con3equence  of  atrocities 
committed  in  the  tejnples  which  tfie  deities  refused  to  witness.  The 
mobility  and  life  ipiparted  to  the  works  of  Daedalus  by  the  substitution 
of  the  (TKiXri  Smfisfir^KSra  for  the  a-Kfki/j  p-vfi^s^rjfcSra  (a-vfiiroSa)  ( *  sepa- 
rated '  for  '  closed  legs '),  gave  risie  to  various  legends  expressive  of  the 
surprise  and  adpiiration  of  the  beholders.    The  statues  of  Daedalus  had 


'  Pausan,  vii.  4.  5   and   ix.  3.  2.    Conf.  a  Pompeian  wall-painting.     Perdix  lies  dead 

Diodor.  Sic.  iv.  76.    Apollodorus  (iii.  p.  137)  with  a  nail  in  his  head. 

sa)r5  :  Olres  ^y  ipx^riierw  (kpieros  icol  irpAros  *  Eustathius,  Com,  ad  Iliad, : — 

dkyoA/i^rwr  ci^pCT^r.  Kalii)naat^di?)irpbt«AA(iicoro»' 

«  Plutarch,   Theseus^  19.  'Ep«»Ta,  rbi' tov  ravpov  «V»<r^T€v<r*« 

«  Eustalhius,  Com.  ad  J  Had,  p.  1166.  *  Brunn,  K,'G.  pp.  17-20. 

*  The  murder  of  Perdix  is  represented  on  '  i.  98.                    ■  Plin.  N.  H, 

c  2 
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to  be  chained  to  prevent  their  running  away.  ApoUodorus*  relates 
that  Daedalus  made  an  ima^e  of  Heracles  dX  Pisa,  which  the  hero  him- 
self, having  caught  sight  of  it  at  night-time,  attempted  to  drive  away 
by  throwing  stones  at*  the  wooden  impostor.' 

The  celebrity  of  Daedalus  is  attested  by  numerous  passages  in 
Greek  literature,  in  which  his  works  are  spoken  of  as  little  less  than 
divine  creations.  Hecuba  in  her  earnest  supplication  to  Agamem- 
non wishes  that  she  had  a  voice  in  every  member  of  her  body  *  by  the 
aid  of  Daedalus  or  one  of  the  Gods. '  *  Yet  the  praise  accorded  to  them 
referred  to  their  relative  rather  than  their  actual  merit.  Plato*  .says 
that  if  Daedalus  were  to  make  such  statues,  as  those  which  bore  his 
name,  in  his  (Plato's)  time,  he  would  only  make  himself  ridiculous. 
'  No  one,*  says  Aristides  *  the  rhetorician, '  admires  Daedalus  or  the 
artists  of  former  times  in  comparison  with  Pheidias,  but  everyone 
knows  that  the  arts  have  grown  to  greater  perfection  from  small  and 
mean  beginnings.* 

Among  the  works  of  Daedalus,  Pausanias  speaks  of  the  Chorus  of 
A  riadfie,  executed  in  marble  {iirl  Xsvfcov  Xidov),3s  existing  in  his  time, 
and  he  refers  to  the  well-known  passage  in  the  Iliad  in  which  it  is 
said  that  Hephaestus  ornamented  the  shield  of  Achilles  with  a  chorus 
*  like  that  which  Daedalus  once  executed  {l^/crj<r6vy  for  the  fair-haired 
Ariadne  in  spacious  Cnossus'  That  a  relief  in  marble  of  this  kind 
existed  by  the  hand  of  Daedalus  or  any  other  artist  in  the  age  of  the 
Homeric  poets  is  out  of  the  question,  and  the  theory  of  Overbeck*  and 
others,  that  the  marble  work  to  which  Pausanias  refers  may  have  been  a 


*  ii.  6.  3.    Plato,  Menon^  p.  97.    Socrates  *  Hif>p,  Mag,  p.  282. 

compares  the  statues  of  D^alus  with  true  •  Aristides,  n«pl  'PTrroptic^y,  i.   30,  li.   38 

opinions,  and  says  that  the  former  are  not  of  (ed.  Dindor^ :  Koi  oWci j  t\»v  Aal^oKop  ol9k  robs 

much  value  while  they  are  at  liberty,   for  &,„  0aw/Mtfci  irc^  rhy  ♦ciSW,  iXKk  rohpw- 

then  they  will  walk  off  like  nin-away  slaves,  t(ok  ^k  iiiKpSov  mcU  ^{,\»p  rh  icar*  ipx^  «*» 

but  when  bound  they  are  of  great  value,  '  for  /a*?^©^  koL  rtX^idyr^pov  al  rix^ai  KaT4<miira¥. 

they  are  really  very  beautiful  works.*     'In  Conf.  Cic.  Brut,  xviii.  71. 

the  same  manner,  true  opinions,  while  they  ,  jj^^^j^  jj^  ^^^jjj    -g^. 

abide  with  us,  are  beautiful  and  fruitful,  but  •          i          •  jy^' 

they  run  away  from   the  soul,  and  are  of  'Ei*  «i  xopbi^  woUtWt  vtpucAvr^  'A^^iyviitift 

little  use  until  they  are  fastened  by  the  tic  T^  ueeAor.  oTor  «©t'  iri  Kvmtra^  «»'/>«*w, 

of  the  cause  '  Aa*8aXo5  ^amiirw  KoAAmAoictffiy  Apiaflrg. 

«  Hesych.  s,  v.  ir\iy|cu.  A  maiy  dance, 

«  Brunn,  K,-G,  p.  15.  Like  that  which  Daedalus  in  Cnossus  erst 

*  Eurit)   Hec   V    8iq* At  fair-hair'd  Ariadne's  bidding  framed. 

El  fu)i  yAwTo  ♦«oyyo«  ev  Ppay^i  q^^^^  Eustathius,  Com,  ad  niad.  p.  I166 

r^«5^^*r^-r  I'l^r.^'''  •  ^«^^-  ^'  Sriech,  Piastik,  I  35- 
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later  copy  of  an  original  relief  on  wood,  is  open  to  scarcely  less  objection. 
The  true  explanation  is  that  of  Ottfried  Muller/  that  Hephaestus  re- 
presented a  *  dancing  place '  (the  original  meaning  of  xopos),'^  like  that 
which  Daedalus  once  *  arranged '  {fiaKtitrsv)  for  Ariadne  in  Cnossus,  and 
on  which  she  danced  with  Theseus  and  the  Attic  youths,  after  the  Cretan 
manner,  in  honour  of  her  hero's  victory  over  the  Minotaur.'  The  same 
subject  is  artistically  treated  in  the  paintings  of  the  famous  archaic  vase 
of  Clitias  and  Ergotimus  (called  the  Fran^ois^  Vase,  now  at  Florence), 
in  which  Ariadne  and  Theseus  lead  a  dance  of  seven  couples. 

We  meet  with  the  names  of  two  other  artists  belonging  to  this 
mythical  period,  Argus  of  Argos,  who  made  the  wooden  image  of 
Here  which  his  son  carried  to  Tiryns,*  and  Epeius  of  Phocis,  the 
reputed  fabricator  of  the  Trojan  horse.®  The  name  of  the  latter 
occurs  in  Plato,^  in  company  with  that  of  Daedalus  and  Theodorus 
the  Samian,  and  Pausanias  mentions  two  ^oava  *  0/  Aphrodite  and 
Hermes  in  Argos  as  works  of  Epeius  and  offerings  of  Hypermnestra. 

Extant  Works  of  the  Prehomeric  Period. 

The  wooden  works  of  Daedalus,  Argus,  and  Epeius  have  all  doubt- 
less perished  ;  but  two  very  remarkable  monuments  of  stone,  older 
than  the  time  of  Homer,  still  exist  in  Greece,  although  we  should 
hesitate  to  call  them  works  of  Grecian  art;  viz.  the  Lions  of  Mycence 
and  the  Niobe  of  Mount  Sipylus. 

The  Lion-Gate  of  MvcENi^. 

The  still  existing  walls,  covered  galleries,  and  gateways  of  Tiryns 
and  Mycenae,  whose  gigantic  proportions  and  indestructible  strength® 


*  Arch.  d.  Kunsty  sec  64,  I.  T^j*HfKij  (<kbH>v  «col  t^v  ^\i\v  6yx^^  *^^  '^^^ 

*  Horn.  Iliad,  iii.  394.  iroiijT^r  *hprfhv  itforypdupu, 

*  Conf.  Brunn,  /C.-G.  i.  17.  •  Horn.  Jliad,  xxiii.  665,  838;  and  Odys, 

*  Vide  Arch,  Zdt,  1849,  1850,  pi.  xxiii.  viii.492.  Pausan.  ii.  19.  5.  Virg.  ^n.  ii.  264. 
xxiv. ;  and  O.  Jahn*s  Die  Ficoronische  Cista,  "*  Ion,  p.  538. 

Ccai£  La  Cisia  Atletica,  con  lUustiazioni,  ■  Clem.  AJcx.  Protrept,  iv.  p.  40,  \ia»ik 

Roma,  1848.  'wpoanyop€^o  8t^  rh  dira|^<r9ai  {Ic^,  &irc(^<r9ai) 

*  Clemens  Alex.  ProtreMicon  (Cohortatio  t^s  (JAtjs. 

ad  Gentes),  iv.  p.  41  (ed.  Potter):  Afifiirpios  •  Eurip.  Electra,  1 167:  Kwif\c^«io  oVpdyia 

',  itp  4p  9tvT4p^  r&y  'ApyoKtK&v  rov  iy  TtpvyOi  tc^x^' 


Digitized  by 


Google 


22  MYTHICAL  ART, 


give  them  more  the  appearance  of  the  'eternal  rocks'  of  nature  (figs. 
1-4)  than  of  human  work,  were  as  great  a  riddle  to  the  ancient  Greeks 

Fig.   I.  Fig.  2. 


CYCLOPEAN    MASONRY. 


as  to  ourselves.     They  could  only  account  for  them  by  supposing  that 
they  were  the  work  of  a  race  of  giants,  called  Cyclopes,  with  whom  they 

Fig.  3. 


GALLERY   AT   MYCEN/E. 


peopled  the  primaeval  world,  who  could  alone  be  capable  of  transporting 
such  enormous  masses  of  stone,  *the  very  least  of  which,'  says   Pau- 
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sanias,*  *  no  yoke  of  mules  could  move/  According  to  Strabo,* 
the  city  of  Tiryns'  was  fortified  by  an  ancient  guild  of  architects 
called  G aster ocheires  (literally,  'filling  their  stomachs  by  their  hands  * ), 
who  came  from  Lycia  at  the  invitation  of  King  Proetus,  and  who 
also  fortified  Mycenae.*  To  the  same  hands  ancient  writers  would 
probably  ascribe  the  subterraneous  treasuries  of  Minyas  and 
Atreus,*  the  latter  of  which  is  almost  in  a  perfect  state  of  preserva- 

FiG.  4. 


GATE  AND   WALLS   OF  MYCEN.^. 


tion,  and  answers  exactly  to  Pausanias'  ^  description  of  the  former  : 
*  The  treasury  of  Minyas,  a  marvellous  structure,  not  inferior  to  any 
work  of  Grecian  or  other  art,  is  built  thus :  it  is  of  stone,  round  in 
form,  and  its  apex  does  not  end  in  a  very  sharp  point.    They  say  that 


Vlll.  p.  S73'  ^iviKi  Kayoifi  mdi  tvkoik  riftfAOirti^va 

*  Hom.  //.  11.  559,  TlpVt^S  ruxiOfffffO.  ar^^wTv  <ri«ifp«<n;i^piaiMia»  irbAcr. 

*  Pausan.  vii.  25,  5.     Conf.  Eurip.  Here. 

Fur.  943:—  *  Pausan.  ii.  16.  8.             •  ix.  2!^.  i. 
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the  topmost  stone  holds  together  the  whole  building.'     The  so-called 
Treasury   of  A tr ens'  consists  of  a  round  chamber  in  the  form  of 

Fio.   5. 


treasury  of  atreus. 
Fig.  6. 


ACROPOLIS  OF  MVCEN^E. 


the  old  straw  beehive,  and  is  formed  by  laying  courses  of  stones  hori- 
zontally over  each  other,  so  that  the  upper  circle  shall  slightly  pro- 
ject inwards  beyond  the  one  immediately  below  it,  until  at  last  only 
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a  small  aperture  is  left  at  the  top  of  the  building,  which  is  closed  by  a 
coping  stone  (fig.  5). 

These  same  mythical  architects  from  Lycia  are  also  said  to  have 
fortified  the  citadel  of  Mycenae,  of  which  the  still  existing  Lion  Gate 
(fig.  6)  was  the  principal  entrance.  '  Among  other  parts  of  the  en- 
closure,' says  Pausanias,* '  which  still  remain,  a  gate  is  seen  with  lions 
standing  in  it,  and  they  report  that  these  were  the  works  of  the 
Cyclopes,  who  made  for  Proetus  the  walls  of  Tiryns.' 


Fig.  7. 


THE  LION   GATE  AT  MYCEN.E. 


The  mutilated  headless  figures  (fig.  7),  which  the  tuft  at  the  end  of 
their  tails,  and  their  manes,  justify  us  in  calling  lions,^  are  in  mezzo 
rilievo^  and  form  the  ornament  of  a  triangular  slab  above  the  horizontal 
stone  lintel  of  the  gate  of  the  citadel.  They  stand  in  an  erect  posture 
on  either  side  of  a  pillar  of  peculiar  construction.  Their  heads,  which 
have  disappeared,  were  carved  out  of  separate  pieces  of  stone,  and 
turned  outwards,  for  the  purpose,  no  doubt,  of  intimidating  an  approach- 


>  Pausan.  ii.  16.  8. 

'  Compare  the  two  lions,  standing  back  to  back,  on  coins  of  Cyprus. 
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ing  foe.*  The  pillar  itself,  which  gradually  increases  in  circumference 
from  the  base  upwards,  is  certainly  very  un-Greek  in  character,  and 
can  hardly  be  assigned  to  any  known  style.  It  probably  supported 
some  symbol  which  filled  the  vertical  angle  of  the  triangle  in  which 
the  whole  relief  stands.  The  lions  themselves  too  have  a  foreign  air 
about  them,  and  are  so  little  naturalistic  that  they  have  been  taken 
by  some  writers  for  wolvis.  In  their  conventional  and  heraldic  style 
they  strongly  remind  us  of  Assyrian  monuments,  and  yet,  on  the 
other  hand,  there  is  a  degree  of  freedom  and  grace  in  their  propor- 
tions which  is  by  no  means  hieratic.  On  the  whole,  we  are  compelled 
to  regard  the  Lions  of  Mycenae,  though  found  on  Greek  soil,  as  alto- 
gether unconnected  with  the  history  and  development  of  Greek  art.* 

Although  it  may  seem  to  be  somewhat  beside  the  scope  of  this 
work,  it  is  difficult  to  speak  of  Mycenae  without  some  reference  to 
the  interesting  discoveries  of  Dr.  Schliemann  in  what  he  calls  Oie 
Grave  of  Agamemnon.  It  is  as  yet  too  early  to  form  a  decided  opinion 
on  the  age  and  character  of  the  'treasures  of  Mycenae*  now  at 
Athens ;  but  happily  the  discussion  has  passed  out  of  the  hands  of 
enthusiasts,  who  treat  the  Homeric  poems  as  if  they  were  the  most 
sober  and  trustworthy  of  historical  annals,  into  those  of  scholars  and 
archaeologists,  who  weigh  evidence  before  accepting  it.  The  highest 
German  authorities  have  as  yet  made  no  sign,  but  in  England  the 
Mycenaean  treasures  have  been  very  generally  assigned  to  a  period 
not  later  than  looo  B.c.^  On  the  other  hand,  one  of  the  most  eminent 
archaeologists  of  the  age,  M.  Stephani,  is  of  opinion  that  the  works 
of  art  discovered  in  the  graves  at  Mycenae  differ  so  much  from  one 
another  in  character  and  style  that  they  cannot  possibly  be  referred  to 
the  same,  or  indeed  to  any  very  remote  period.     He  thinks  it  probable 


*  The    so-called     Egyptian     school     of  had  omitted  to  pass,  when  he  carried  the  lion. 

Archaeologists    were    wrong    in    supposing  bom  to  him  by  one  of  his  concubines,  round 

that  the  material  from  which  the  lions  are  the  rest  of  the  fortifications, 

carved   is  a  foreign    green   marble.     It   is  ■  Mr.  C.  T.  Newton,  Edinb,  Rev,  1878 ; 

found  to  be  of  the  same  yellowish  grey  lime-  Mr.   Poole,   Contemporary  Rev,   1878  ;  Mr. 

stone  of  which  the  walls  themselves  are  built.  T.    Evans,    Proceedings   of  Soc,    of  Antig. 

«  It   is  interesting  in  this  connexion  to  March,    1877 ;    Mr.   Watkiss    Lloyd,   ibuL 

remember  the  story  of  the  capture  of  Sardis  May  17,  1877;  Prof.  Sayce,   in  St.  Peters- 

by  Cyrus  (546  B.C.)   in  Herodotus  (i.  84).  burg  Herald,  June   23,    1880;    Mr.   Percy 

The  city  was  entered  at  the  only  part  of  the  Gardner,  Journal  of  Hellenic  Studies^  1880, 

walls  which  Melts,  an  ancient  king  of  Sardis,  vol.  i. 
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that  they  consist  of  the  plunder  of  Greek  cities,  mingled  with  works 
of  Gothic  art,  and  were  interred  with  the  body  of  some  great  chief  of 
the  Heruli  who,  starting  from  the  sea. of  Azov,  invaded  the  Pelo- 
ponnese  in  267  a.d.  This  view  of  the  matter  has  been  supported  by 
Schultze,  A.  S.  Murray^*  Westropp,*  and  others.  Mr.  Murray  says  that 
*  the  gold  ornaments  have  all  the  character  of  Celtic  ornamentation, 
and  that,  instead  of  the  zig-zag  and  mceander  of  Greek  archaic  art, 
we  find  the  Celtic  triquetra  and  spiral.'  In  advocating  the  Gothic 
origin  of  the  treasures  Stephani  lays  great  stress  on  the  presence  of 
golden  butterflies,  because  this  insect  does  not  occur  in  Greek  art 
before  the  second  century  B.a  He  seems  to  have  overlooked  the 
fact  that  his  opponents  do  not  claim  a  Greek  origin  for  the  contents 
of  the  grave.  Mr.  Percy  Gardner  '  expressly  says  that  *  one  does  not 
find  among  them  a  single  object  of  which  one  can  unhesitatingly  say 
that  it  is  of  Greek  origin.*  Now  butterflies  have  been  found  in  abun- 
dance on  an  Egyptian  wall  in  the  British  Museum,*  which  dates  from 
the  fifteenth  century  B.C.,  and,  as  Mr.  Gardner  says,  they  may  have 
occurred  in  the  art  of  pre-historic  Asia  Minor,  and  why  not  in  that 
of  pre-historic  Greece,  which  seems  to  have  been  nearly  connected 
with  it  ? 

I  am  inclined,  after  a  careful  examination  of  the  Mycenaean 
treasures,  to  attach  some  weight  to  another  argument  of  Stephani, 
derived  from  the  elegant  form  and  exquisite  workmanship  of  the 
famous  silver  oivo^iyt)  (cup  for  ladling  out  wine),  the  bull's  head  of 
silver  with  golden  horns,  and  some  of  the  cups  of  gold,  which  are 
highly  finished  works  of  developed  art,  and  might  well  form  part  of 
the  plunder  of  Grecian  cities.  There  are,  however,  very  patent  objec- 
tions to  both  the  main  propositions  in  M.  Stephanies  theory.  It 
would  be  strange  indeed  if  the  spoil  of  Greek  cities  contained  no  re- 
presentation of  a  Greek  god  or  man,  no  coins  or  inscriptions,  nothing, 
in  fact,  which  is  undeniably  Greek ;  and  equally  strange  that  in  the 
grave  of  a  Gothic  chief  there  should  not  be  a  single  weapon  made  of 


»  Ninttetnth  Century^  1879.  vol.  i.  p.  94. 

«  Atkmteum,  Sept.  18,  1880.  *  Mr.    A.    S.   Mun^y,   in   the  Academy, 

»  In    the    Journal   of  Hellenic   Studies,       July  3,  1 880. 
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iron,  while  there  are  numerous  swords  of  bronze  and  arrow  heads  of 

obsidian.* 

The  great  mistake  of  M.  Stephani,  as  Mr.  Gardner  has  pointed 

out,  is  the  supposition  that,  if  the  treasures  date  from  the  eleventh 
Pjj,   g  century  B.C.,  they  ought  to  show  a 

similarity  to  works  of  Greek  archaic 
art,  which  was  in  its  infancy  more 
than  two  centuries  later.  That  there 
is  no  such  similarity  may  be  seen 
from  a  relief  found  in  the  graves 
at  Mycenae  (fig.  8),  which  is  like 
a  feeble  and  clumsy  attempt  to 
imitate  some  Egyptian  or  Assyrian 
work.  On  the  whole  I  am  in- 
clined to  think  with  Kohler*  that 
the  Graves  of  Mycenae  contain  the 
bodies  of  some  great  chiefs  dfthe 
Carians  \i\\OyZom\n%  from  the  East, 
settled  in  Greece  in  the  twelfth  or 
eleventh  centur}'  B.C.,  and  whose 
custom  it  was  to  deposit  arms  in  the 
OLD  KELiKF  FROM  MYCEN^.  ^^^^^  ^^  departed  herocs.'    Kohler 

thinks  it  by  no  means  improbable  that  the  Argive  dynasty  of  pre- 
Homeric  times  was  descended  from  the  kings  of  these  Carian  invaders. 
The  figure  of 

The  Niobe  on  Mount  Sipylus* 

(Fig.  9), 
four  or  five  miles  from  Magnesia  (north  of  Ephesus),  is  carved  in  alto 


*  Mr.  P.  Gardner,  loc,  ciU  ancient  Acropolis,  of  which  the  site  of  the 

■■*  Mitthcilungen  d.  Arch,  Inst,  in  Aihcn,  Lion  Gate  is  a  later  extension  (Adler,  Arch, 

1878,  p.  1.  Zeii.  1876,  p.  94). 

"  Thucyd.  i.  8  :  (nrkp  Ijfiurv  (A^Aov)  Kapts  *  Mount  Sipylus  is  a  spur  of  Mount  Tmo- 

itpdvno'w  yyo9a'04yT€s  tJ  tc  trKtvf  r&y  lus  in  Lydia  (A^.  Mimas).    We  are  ashamed 

HwKuy  ivyT90afifi4yri  koIt^  rp&ir^  f  yvy  of  introducing  the   wretched    sketch    from 

(hi  Bdirrovffi.     Conf.   Herod,  i.    171.     The  Stewart's  work.      Conf.   Le  Sipylos  et  ses 

graves  are  in  the  narrower  ring  of  the  most  Ruincs^  by  M.  Weber. 
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rilievo  out  of  the  living  rock  at  a  height  of  about  200  feet  ;*  it  resembles 
the  Helvetian  lion  at  Lucerne,  but  is  much  larger,  being  three  times  the 
size  of  life.  The  image  of  Niobe  is  represented  sitting,  and  the  water 
runs  down  upon  it  through  a  large  cutting  in  the  rock  above.  The 
hands  are  folded,  and  the  head  is  slightly  inclined  on  one  side,  by 
which  an  expression  of  sadness  is  produced.  Pausanias'  visited  the 
spot,  and  says,  *  I  saw  the  Niobe  when  I  was  on  Mount  Sipylus.    Near 

Fig.  9. 


NIOBE   FROM   STARK*S    NIOBE. 

at  hand  it  looks  like  rough  stone,  and  affords  no  semblance  of  a  woman 
either  mourning  or  otherwise ;  but  on  moving  away  to  a  greater 
distance,  one  really  seems  to  see  a  weeping  cast-down  woman/  Very 
remarkable  is  the  reference  to  it  in  Homer*  in  the  following  perhaps 
interpolated  passage,  in  which  Achilles,  after  describing  the  fate  of 
Niobe,  says, 

*  Stewart,  plate  I ;  MacFarlane,  Constantinople  in  1828,  p,  317. 
»  i.  21.  5.     Conf.  Curtius,  Hist,  of  Greece  (Ws^rd's  translation),  i.  81. 
■  lliad^  xxiv.  614. 
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Nvv  hi.  irov  <V  irrrpffa-tv,  <V  oCptaiy  olowoKouriy, 

''EpBo,  \iBo9  ntp  iovaa,  Btmv  €K  icffhta  ircVo-ri. 

And  now  in  Sipylus,  amid  the  rocks 

And  lonely  mountains,  where  the  goddess  nymphs 

That  love  to  dance  by  AchelSus* '  stream, 

Tis  said,  were  cradled,  she,  though  turned  to  stone. 

Broods  over  wrongs  inflicted  by  the  Gods.' 

The  same  sad  theme  inspired  the  beautiful   strophe  of  Sopho- 
cles:*— 

"Hjcovoti  htf  XvypoTorav  6\4<r6tu 

rav  ^pvyiap  ^ivav 

TavroKov  ScirvX^  nphs  aw 

Kp<jff  T^v  Kuraos  a>r  drtvfis 

nrrpaia  ^Xoora  dopaatv  * 

KOI  viv  op&pof  raKOfUtfav 

0)9  <f>aTis  dvhpS>p 

X^v  ^  oifhofiii  Xctirci 

Tiyyti  0  VTT*  difypva-i  irayKKavroit 

dfipdbas  *  f  fu  dai" 

fioip  Sp^Horarav  jcorcvvd^ci. 

Well  1  know  the  ancient  story,  how  the  maid  of  Pelops'  line 
On  the  grey  Slpylian  summit  to  her  dreary  death  did  pine  : 
How  the  rocky  growth  around  her  straining,  ivylike,  arose  ; 
How  she  wastes  with  dews  perennial  and  with  everlasting  snows ; 
Ceaseless  from  her  streaming  eyelids  fall  the  tears  upon  her  breast, — 
Likest  her,  the  powers  of  Heaven  lull  me  to  a  forceful  rest. 

(H.  A.  P.) 

This  primaeval  work  bears  a  strong  resemblance  to  some  of  the 
seated  statues  cut  out  of  the  rocks  which  border  the  Nile.^ 


*  Some  conjecture  a  river  of  this  name  in  ■  Aniigme^  v.  791  (ed.  Boeckh). 

Lydia ;  Heyne  thinks  it  is  the  mythical  term  *  See  Prof.  Sayce's  *  Notes  from  Journeys 

for  any  river.  in  the  Tread  and  Lydia,*  in  vol.  i.  kA  Journal 

^  Lord  Derby's  translation,  xxiv.  v.  717.  of  Hellenic  Studies, 
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CHAPTER    III. 

HOMERIC  ART, 

It  is  sometimes  asserted  with  pardonable  exaggeration  that  Homer 
is  the  intellectual  founder  not  only  of  Greek  history,  Greek  religion, 
and  the  Greek  drama,  but  also  of  Greek  art.  We  can  only  accept 
this  dictum  with  regard  to  the  last  in  a  very  limited  sense.  Great 
as  his  influence  on  the  direction  of  Greek  art  undoubtedly  was,  it  was 
exercised  almost  exclusively  through  the  medium  of  religion,  with 
which  early  art  was  indissolubly  connected.  He  fixed  in  every  brain 
and  heart  a  clear  conception  of  the  nature  and  being  of  the  Gods,  of 
whose  presence  and  operation  he  saw  evidence  in  every  event  of 
life ;  and  it  was  the  general  diffusion  of  the  ideas  which  sprang  from 
his  creative  genius  which  prepared  for  the  artist  an  appropriate  field 
of  activity,  and  inspired  in  the  people  at  large  the  faculty  to  appre- 
ciate and  enjoy,  and  the  desire  to  honour  and  reward. 

We  are  not  then  to  look  for  sculpture  in  the  works,  or  even  in  the 
age,  of  Homer.*  He  indeed  gave  shape  and  scope  to  the  vague 
religfious  notions  and  aspirations  of  his  countrymen,  but  Epic  poetry 
alone  could  not  furnish  appropriate  subjects  for  the  sculptor's  art.  It 
was  the  mental  and  moral  type,  the  fi0o9,  which  Homer  formed.  The 
Cyclic  poets,  who  succeeded  him,  did  much  to  give  bodily  shape  and 


*  In  the  following  pages  the  expression  verbay    I  should  choose  Col.  Mure  as  my 

•  age  of  Homer '  means  the  period  in  which  magister.     At  the  same  time,  I  recognise  the 

the  kernels  of  the  liietd  and  Odyssey  were  force  of  much  which   Mr.  F.  A.  Paley  ad- 

composed.     It  would  be  impossible  for  me  vanccs  in  his  learned  and  interesting  lie- 

to  enter  into  the  interminable  Homeric  con-  marks  on  Prof.  Mahaffys  Account  of  ike  Rise 

troversy  in  this  place,  but  I  may  say  that  I  and  Progress  of  Epic  Poetry ^   in  support  of 

am  a  firm  believer  in  the  existence  of  Homer  an   opposite  opinion.     He  has  shown  that 

and  think  that  he  sang  the  oldest  portion  of  the  lists  are  open.     Conf.  an  article  in  the 

the ///a/ and  Odyssey  wot  later  than  the  ninth  Church  Quarterly  Retnew,  Jan.  1881,  *  On 

century  B,c,     If  I  were  compelled /r/rar^  in  the  Antiquity  of  our  Homer.' 


Digitized  by 


Google 


32  HOMERIC  ART. 


personality  to  the  Gods  of  Olympus  and  to  bring  them  within  the  reach 
of  human  comprehension  and  the  artist's  chisel ;  but  it  needed  lyric 
and  still  more  dramatic  poetry  to  present  the  Gods  and  heroes  in  the 
flesh,  and  as  individual  characters,  to  the  bodily  eyes  of  their  worship- 
pers ;  and  therefore  the  palmy  days  of  sculpture  are  not  those  of  Homer, 
but  of  Pindar,  Sophocles,  and  Euripides.  The  Gods  of  Homer  are 
still  too  far  removed  from  earth,  too  vast  and  indefinite,  to  be  transferred 
to  the  canvas  or  the  marble.  They  *  move  like  the  night,'  and  '  storm 
down  the  slopes  of  Olympus';  they  rush  through  the  sky  'like  a 
meteor  sent  as  a  portent  to  the  sailors,' '  their  shoulders  are  veiled  in 
cloud,'  and  they  rise  from  the  hoary  sea  *  like  a  mist ;'  and  no  effort  of 
the  artist  can  seize  them  as  they  flit  past  him  in  mysterious  vagueness. 
We  are  so  apt  to  carry  back  the  plastic  forms,  which  are  the  creation 
of  a  much  later  age,  into  the  scenes  of  the  Iliad  and  the  Odyssey,  that 
it  requires  an  eff^ort — which,  however,  it  is  essential  to  make— to  remem- 
ber that  the  fine  art  which  we  trace  in  Homer  was  in  no  respect  what 
we  call  classical,  or  even  national  Hellenic  art  What  he  had  before 
him  was  much  more  likely  of  the  Assyrian  type,  and  in  most  cases 
no  doubt  the  work  of  foreigners  and  imported  from  Asia  or  Egypt. 

What  then  are  the  works  of  art  which  we  find  in  Homer  ?  It  will 
be  easier  to  say  what  they  are  not.  In  the  first  place  there  is  no  statuary 
in  the  proper  sense  of  the  word  ;  there  are  no  figures  cut  in  marble  or 
cast  in  bronze  or  any  other  metal.  Only  one  divine  image  is  directly 
mentioned  in  Homer,  that  of  the  'fair- haired  Pallas,'  in  the  citadel  of 
Troy.*  We  have  here  no  doubt  a  Anirerh^  {fallen  from  heaven\ 
a  painted,  dressed-up  Hoavov^  or  wooden  figure  of  the  kind  already 
described.'  Even  here  it  is  not  called  an  image,  but  spoken  of  as  the 
goddess  herself;  but  we  infer  from  the  instructions  given  by  Hector, 
to  lay  *the  fairest  robe  in  all  the  house'  across  the  knees  of  the 
implacable  Pallas,  the  existence  of  a  temple-image,  and  that  the 
offered  robe  Wcis  destined  for  actual  wearing  by  the  goddess.* 

There  are,  indeed,  passages  in  the  Odyssey  which  seem  at  first 
sight   to   iinply  the   existence,  in   the   age  of  Homer,  of  complete 


*  Iliadj  vi.  92.  In  thp  older  Parthenon  at  Athens  (?). 

«  Apollod.  iii.  12.  *  ^urip.  Hec,  465: — 

»  Conf.  Eurip.  Electray   1254;—  rof  KoAAifiti^pov  T"A»iji'a£»s  ii- <rpoit€>  »«irAy. 
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statues  both  of  men  and  animals.  In  the  glowing  description 
of  the  palace  of  Alcinous,  the  Phaacian  King,*  we  read  that 
*  walls  of  polished  brass  shine  throughout  the  house  and  are  coped 
above  with  a  cornice  of  bright  steel  (?).'  The  doors  are  of  gold,  and 
the  silver  door-posts  rest  on  a  burnished  floor  of  brass.  On  either 
side  gold  and  silver  dogs ^  *  for  ever  free  from  death  and  age/  the  work 
of  Hephaestus  (Vulcan),  keep  guard  over  the  palace  of  the  high-souled 
Alcinous.  Tapestry,  the  work  of  women,  adorned  the  thrones  on  which 
the  Phsacian  princes  sat  at  meat,  ^XiA  golden  youths  with  torches  in  their 
hands  shed  light  upon  the  banquet  But  although  it  has  been  too  much 
the  fashion  of  late  years  to  treat  the  poems  of  Homer  as  if  they  were 
accurate  and  trustworthy  chronicles  of  real  events,  few  will  be  found 
to  bring  forward  these  passages  as  evidence  of  the  state  of  plastic  art 
in  the  Homeric  age.  We  must  place  the  *  golden  youths '  of  the 
Odyssey  in  the  same  category  with  the  still  more  wonderful  '  golden 
maidens '  in  the  Iliad,  who  supported  the  halting  steps  of  Hephaestus 
when  he  received  the  visit  of  Thetis  in  his  Olympian  palace. 

There  waited  on  their  king  the  attendant  maids, 
In  form  as  living  maids,  but  wrought  in  gold, 
Instinct  with  consciousness,  with  voice  endued, 
And  strength  and  skill  from  heavenly  teachers  drawn.^ 

(Lord  Derby's  translation.) 

In  this  case,  as  in  that  of  the  ^wise  ships  of  the  Phaeacians,  which 
knew  the  wishes  of  their  master  and  went  of  themselves  in  the  right 
direction,''  the  poet  fortunately  so  far  exceeds  the  bounds  of  possibility 
as  to  betray  the  real  character  of  all  his  descriptions  of  the  palaces 
of  Gods  and  heroes.  Throughout  the  Odyssey,  more  especially,  we 
are  walking  on  enchanted  ground  and  breathing  the  purple  air  of 
fairy  land.  Athene  with  her  golden  wand,^  Hermes  with  his  *  milk- 
white'  flower-antidote  (ji&Xv),^  Ino-Leucothea  with  her  magic  veil 
(Kpi]SefjLi/ov),^  appear,  like  good  fairies,  in  the  nick  of  time  to  transform 
the   hero's   face   and    dress,  and  'shed   grace   about   his   head   and 


*  Oifys.  iv.  43,  See  a  relief  of  Hephaestus  supported  by  a 

»  //az</,  xviii.  418: —  maiden  found  at  Ostia  (Visconti,  A/us.  Pio. 

vwh  V  inilwoXoi  pmomo.i^iucTi,  C/<fW.  vol.  iv.  II). 

ypiwciai,  {wno-i  ¥tifvivir  ctotxvia^  '  Oifys.  viii.  558.       *  Ibid.  xvi.  172. 

T^  kiffikv  Mfoc  <^tt  mtA  *|>«<rur,  ii,  h\  rot  av<if,  »  J^J^  x.  305.  •  Ibid.  V.  346. 
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shoulders/  to  save  him  from  the  wicked  sorceress,  and  to  rescue  him  in 
the  last  extremity  from  a  watery  grave.  We  live  at  one  time  amongst 
monster-cannibals,  more  impious  and  terrible  than  those  whom  Jack 
the  Giant-killer  slew ;  at  another  we  watch  with  delight  the  lovely  white- 
armed  Nausicaa  and  her  maidens,  as  they  play  and  sing  on  the 
Phaeacian  strand.  We  pass  with  little  preparation  from  the  dread 
abodes  and  shapes  of  Hades  to  the  gorgeous  palaces  of  kings  and  heroes, 
and  the  bright  and  glorious  mansions  of  the  happy  Gods,  which  far 
outshine  in  golden  splendour  the  creations  of  Aladdin*s  lamp. 

Notwithstanding,  however,  the  poetic  golden  haze  which  envelopes 
the  objects  and  incidents  of  the  divine  Epics,  no  one  can  fail  to  see 
that  decorative  art  had  attained  to  a  very  high  degree  of  perfection 
before  the  ai^e  of  Homer,  though  not  probably  in  Greece  itself. 

The  working  of  metals  especially  plays  a  prominent  part  in 
Homeric  art,  and  we  find  in  the  Odyssey^  the  name  of  a  goldsmith,* 
Laerces^  who  is  summoned  to  the  palace  of  Nestor  to  cover  a  cow's 
horn  with  gold  at  a  sacrifice;  and  the  existence  of  professional 
artisans  is  referred  to  in  many  other  passages.  The  works  of  art  in 
metal  most  frequently  mentioned  are  the  various  kinds  of  drinking- 
vessels  used  at  the  banquets  of  the  chiefs.  Like  the  costly  pieces  of 
armour  which  Homer  describes,  they  are  either  the  work  of  the  god 
Hephaestus  or  of  foreigners  from  Tyre,  Sidon  and  Cyprus. 

A  large  number  of  silver  and  silver-gilt  bowls  and  cups  of  this 
kind  have  been  found,  always  in  Phoenician  marts,  and  especially 
in  Cyprus,  the  ornaments  of  which  show  a  remarkable  mixture  of 
styles — Egyptian,  Assyrian  and  Phoenician.'  *  On  the  same  work  of 
art  we  find  the  pschent,  the  hawk,  the  lotus  and  scarabxus,  of  Egypt, 
with  the  bull,  the  antelope,  and  the  chariot,  of  Assyria ;  and  one  of 
the  vases  found  in  Palestrina  bears  a  Phoenician  inscription.*  * 

The  passionate  love  of  the  Greeks  for  chcised  and  embossed 
goblets,*not  only  in  the  age  of  Homer,  but  throughout  their  whole 


*  iii.  425.     Conf.  xxiii.  159.  Vatican  {Musco  Etrusco^  vol.  i.  pi.  63-66). 

*  Xfivifox^o^i  generally  x'tXRihi.  <  Cesnola,    Cyprus^  p.   334.      The  same 

*  Bowls  answering  to  the  descriptions  in  class  of  bronze  bowls  have  been  found  by 
Homer  were  found  at  Cervetri,  in  the  famous  Layard  at  Nineveh,  and  Cesnola  at  Cyprus, 
Regulini-Galassi  tomb,  and  are  now  in  the  {Museo  NapoL  (in  Louvre),  iil  pi.  10,  ii.) 
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history,  was  extraordinarily  great,  and  is  continually  expressed  or 
referred  to  in  their  literature.* 

Another  extensive  field  for  the  display  of  the  toreutic  art  was 
found  in  the  armour  and  weapons  of  distinguished  warriors,'  and  in 
the  ornaments  worn  by  goddesses  and  heroines  (the  *  SaiSaXa  woWa* ), 
which  are  described  with  singular  minuteness  and  fondness  in  the 
Homeric  poems.'  Very  frequent  mention  is  also  made  of  wood- 
carving,  and  the  names  of  famous  masters  in  this  craft,  as  Icmalius  of 
Ithaca,  who  made  Penelope's  chair,  Harmonides  the  Trojan,  'whom 
Athene  greatly  loved ;  *  Phereclus  and  Odysseus  himself,  who  made 
his  own  marriage  bed,  the  construction  of  which  is  minutely  described 
in  a  passage  of  the  Odyssey  (xxiii.  w.  190-201),  the  /ocus  classicus 
of  Homeric  joinerihg. 

Fewer  traces  are  found  in  early  Greek  literature  of  modelling  in 
clay  than  might  be  expected  from  its  importance  in  plastic  art,  which 
derives  its  very  name  from  the  moulding  of  this  material  {TrXdaauv), 
The  potter's  wheel  was  known  to  Homer,*  and  Hesiod  *  describes  the 
formation  of  the  mischievous  Pandora  from  clay;  but  their  writings 
afford  little  encouragement  to  those  who  refer  the  most  ancient 
painted  vases  to  the  Homeric  period.* 

Very  frequent,  on  the  other  hand,  are  the  references  to  efnbroidery 
both  in  the  Iliad  and  the  Odyssey.  It  formed  the  principal  occupa- 
tion not  only  of  slaves,  but  of  royal  heroines,  like  Helen,^  Andromache,® 
and  Penelope,'  and  of  demi-goddesses,  like  Circe,*®  and  Calypso.* *  Even 
Pallas  Athene  herself  worked  with  her  own  hands  the  'ambrosial  robe ' 
which  Here  donned  when  about  to  circumvent  her  awful  spouse  upon 
Mount  Ida. 

It  remains  to  be  considered  whether  the  various  forms  of  decorative 
art  of  which  we  have  now  spoken  are  peculiar  to  Greece,  or  to  the 
Hellenic  race,  and  what  place  is  to  be  assigned  to  them  in  the  history 
of  Greek  art     We  are  not  surprised  that  the  garments  in  the  house 

'  Iliad,  xxii.  740  ;  xxiv.  74.     Alhciweiis,  xviii.  296 ;  xv.  460.     Hesiod,  Op,  74. 

xL  12 :  oh  Zu  oiv  iifias  iKfuu^&s  irlv€iy,  iaro-  *  Iliad,  xviii.  6oa 

fiK^wotrrca  fls  rh  wXriBos  r&v  xdAxty  ro^rttp  *  The<^.  570* 

Koi  irarro9air£i'  Kark  tAj  r4xyas  iiewwfidro9y,  •  Bninn,  Aunst  bet  Honur,  p.  6. 

*  Odys,    xi.    610 ;    Iliad,    xi.    19.     Conf.  *  Iliad,  iii.  125. 

Kopke,  Krie^swesen  der  Grieckm.  •  Ibid,  xxii.  440.           •  Odys,  xix.  227. 

■  Iliad,  xviii.  401  ;  Odys,  xix.  227 ;  Ibid,  »•  Ibid,    x.  222.             "  Ibid,  v.  61. 
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of  an  Asiatic  prince  like  Paris  should  be  called  the  work  of  women 
whom  he  brought  from  Sidon.  But  nowhere  in  the  Iliad  or  the 
Odyssey  is  any  distinction  made  between  Hellenic  and  non-Hellenic 
art  At  the  funeral  games  in  honour  of  Patroclus,  Achilles  gives  as  a 
prize  a  silver  crater,  the  work  of  Sidonians,  which  had  been  brought 
over  the  sea  by  Phoenicians.^  Menelaus,  too,  gave  Telemachus  a 
similar  bowl,  the  work  of  Hephaestus,  a  Grecian  god,  which  originally 
belonged  to  Phaidimus,  king  of  the  Sidonians.*  We  also  read  of 
Cyprian  breastplates^  and  Egyptian  caskets,^  and  the  general  impression 
we  derive  from  Homer  is  that  he  regarded  all  such  works  of  art  as 
of  foreign  origin  and  imported  by  Phoenician  traders.* 

"'EvBa  dc  ^oivucfs  yava-iKKvTot  ifkvBov  Av^pts 

Tp&KTcUf  fivpi*  SyovTts  aBvpfiara  vtfi  fi«\aivjj. — Oifys,  XV.  4 1 6. 

Thither  came  the  Phoenicians,  mariners  renowned,  greedy  merchantmen,  with 
all  manner  of  gauds  in  a  black  ship. 

In  this  necessarily  brief  and  superficial  notice  of  Homeric  art,  we 
have  found  it  convenient  to  postpone  to  the  last  the  consideration  of 
by  far  the  most  important  work  described  by  the  godlike  poet — 

The  Shield  of  Achilles. 

We  gather  from  the  words  of  Homer  that  the  shield  was  round 
and  composed  of  five  concentric  discs  or  layers  {iriirrs  irrvxis),  one 
above  the  other,  diminishing  in  circumference,  and  thus  affording 
four  circular  stripes  and  a  small  circle  in  the  centre  as  fields  for 
decoration  : — 

iroi€t  dc  irpmrurra  aaKOi  fitya  re,  (rri^apov  re, 

ndrroa-f  doidaXXov,  ntpi  d*  Sarrvya  /SoXXc  (fxuuniVf 

TpiirkoKa,  fiMpfjtapiffVf  €K  S*  apy{>p€ov  r«Xa^»va. 

ir(VT€  y  fl(p'  avTov  taav  aoKtos  irTv\*s  •  avrap  tv  avr^ 

noUi  datdoXa  iroXXA  Idvlfja-t  npcaribfaa'tv, — Iliad,  xviii.  473-482. 

And  first  a  shield  he  fashioned  vast  and  strong, 

With  rich  adornment ;  circled  with  a  rim. 

Threefold,  bright-gleaming,  whence  a  silver  belt 

Depended ;  of  five  folds  the  shield  was  formed, 

And  on  its  surface  many  a  rare  design 

Of  curious  art  his  practised  skill  had  wrought. — (Lx»rd  Derby.) 


'  liiad^  xxiii.  743.  "  lOad,  xi.  20.  *  Brunn,  Ktmst  bti  Homer, 

»  Odysyw,  615.  *  Odys.  iv.  125. 
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The  interpretation  of  the  so-called  a<nriS(yjrotta,  which  begins  with 
these  lines,  was  matter  of  interest  and  discussion  to  ancient  Greek 
philosophers,  who  saw  in  it  an  allegorical  picture  of  the  external  world 
and  human  life.^  In  modern  times  the  controversy — in  which  Scaliger, 
Perrault,  Mdme.  Dacier,  Boivin.  Caylus,  Dug.  Montvel,  Heyne, 
our  own  Pope,  Lessing,  and  others  took  an  active  part — has  turned 
either  on  the  possibility  of  the  existence  of  such  a  shield,  or  on  the 
mode  in  which  the  different  scenes  were  arranged  upon  its  surface. 
We  can  do  little  more  than  allude  to  the  controversy  on  these  points, 
and  refer  the  reader  to  the  works  in  which  they  are  discussed  at 
length.^ 

The  general  arrangement  of  scenes  in  the  concentric  stripes 
which  has  found  most  favour  in  the  present  day  is  that  of  Welcker, 
and  it  has  been  adopted  with  certain  modifications  by  Professor 
Brunn  in  his  very  learned  and  elegant  treatise  on  Homeric  art.^ 
The  objections,  founded  on  the  difficulty  of  representing  the  scenes 
and  objects  described  by  the  poet  in  so  limited  a  space,  owe  much  of 
their  apparent  weight  to  a  want  of  consideration  of  the  essential 
difference  between  the  art  of  poetry,  which  can  represent  a  series  of 
events  succeeding  one  another  in  time,  and  the  plastic  art,  which  can 
only  seize  the  situation  of  a  single  moment. 

How  essential  this  consideration  is  will  be  seen  at  once  if  we  try 
to  give  an  account  in  verse,  or  even  in  the  plainest  prose,  of  any 
picture  or  statue  with  which  we  are  familiar.  We  shall  find  it  abso- 
lutely impossible  to  confine  ourselves  to  a  bare  description  of  the 
objects  before  us,  and  to  say  nothing  of  what  they  are  designed  to 
suggest.     When  we  read  that 

Many  ploughmen  up  and  down 
Their  teams  were  driving,  and  as  each  attained 
The  limit  of  the  field  would  one  advance 
And  tender  him  a  cup  of  generous  wine — 

we  know  that  no  such    representation  lies    within  the  province  of 


'  Heracl.    Poniicus   AlUg,      Horn.    467.  coofty    ch.    xix.     Welcker,    Zatschri/t  fur 

Philost.  junr.  Imag,  x.  Gesch.  d,  a,  Kunst^  i.  555.     Brunn,  Kunst 

*  Pope,   Iliady  vol.  i.  p.  61,  obs.  Heyne,  bei  Homer.     Friederichs, /%//<>x/r.  Bildery  p. 

Excurs.  iii.  zu  Iliad  xviii.  ;  Lessing's  Lao-  225,  ■  Die  Kunst  bei  Homer, 
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plastic  or  pictorial  art,  but  we  readily  understand  that  such  successive 
actions  may  be  vividly  suggested  by  a  skilful  relief  or  picture,  which 
forms,  as  it  were,  the  text  on  which  the  poet  enlarges  after  the  manner 
of  his  art. 

Brunn's  arrangement  is  as  follows:  (i)  The  central  6fi<f}a\os  or 
boss  was  occupied  by  tAf  earthy  sky  and  ocean,  the  sun  and  moon, 
and  several  constellations,  (2)  The  second  circle,  or  circular  stripe 
which  surrounded  the  boss,  was  divided  into  two  parts,  in  one  of  which 
was  represented  a  city  in  time  of  peace,  and  in  the  other  a  city  in 
time  of  war,  (3)  The  third  ring  contained  four  scenes,  representing 
the  seasons,  (4)  The  fourth  ring  contained  choral  dances ;  and  (5) 
the  whole  shield  was  encircled  by  the  fifth,  which  represented  the 
river  Oceanus. 

The  subjects  of  the  second  and  third  circles  may  be  subdivided 
into  several  scenes.  In  the  city  at  peace  we  have  :  {a)  the  banquet ; 
(b)  a  marriage]  (c)  a  laivsuit.  In  the  city  at  war  we  have  als6 
three  distinct  scenes  :  (a)  walls  with  their  defenders  ;  (b)  an  attack  on 
the  herds  ;  (c)  a  battle  betivcen  the  two  armies.  So  in  the  circle 
with  the  four  seasons  :  Spring  is  represented  by  ploughing.  Summer 
by  reaping ;  Autumn  by  the  vintage ;  and  Winter  by  the  tending  of 
cattle.  The  fourth  circle  shows  a  greater  degree  of  homogeneity  :  it 
represents  a  troop  of  dancers  divided  into  two  semi-choirs  (0/  S'  otb — 
aXKoTs  Se)  on  either  side.  The  river  Oceanus  appropriately  surrounds 
these  scenes  of  human  life,  as  it  was  supposed  to  enclose  the  actual 
world  on  which  they  were  enacted.* 

These  subjects  afford,  moreover,  additional  and  very  valuable 
testimony  to  the  connexion  between  early  Greek  and  Assyrian  art 
to  which  we  have  alluded  above.  Prof  Brunn*  has  pointed  out  the 
marvellous  correspondence  between  the  scenes  pourtrayed  on  the  Shield 
of  Achilles  and  the  Assyrian  reliefs  from  the  palace  of  Sennacherib, 
published  in  the  second  series  of  the  publications  of  Layard.  These  last 
are  not  indeed  earlier  than  700  B.C.,  but  considering  the  unchanging 
character  of  Oriental  art,  they  may  fairly  be  looked  on  as  repetitions 


*  Similar  descriptions  of  shields  are  found  in  Eurip.  EUctra,  v.  452 ;  Virg.  ^n,  viii.  925 ; 
Silius  Ital.  ii.  395.  *  Kunst  bei  Homer,  p.  12. 
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of  earlier  works.  In  T.  18  and  T.  50  of  Layard's  work  we  have  a 
town  with  its  defenders.  The  sally  from  the  gates,  the  raid  on  the 
herds,  and  the  battle  find  their  parallel  in  T.  31,  37,  38,  46,  and  so  on. 
In  fact  there  is  scarcely  any  scene  of  the  shield  for  which  materials 
may  not  be  found  in  existing  Assyrian  reliefs.*  Even  for  the  sun, 
moon,  and  constellations  models  exist,  not  indeed  in  the  above-men- 
tioned reliefs,  but  on  Babylonian  and  Assyrian  cylinders.  For  the 
concentric  divisions  of  the  shield  a  parallel  has  been  found  in  the 
silver  and  gilt  vessels  discovered  in  the  graves  of  Cervetri  *  (the  ancient 
Caere,  about  20  m.  N. W.  of  Rome),  referred  to  above,  and  in  Cyprus ;  * 
and  in  a  similar  one,  now  in  the  Louvre,  which  may  be  traced  to  Cyprus, 
where  Egyptian,  Asiatic  and  Greek  influences  met  and  mingled.  We 
should  hardly  be  justified  indeed  in  assigning  these  and  similar  works 
to  the  Homeric  age ;  yet  there  are  no  extant  remains  of  antiquity 
which  lie  closer  to  Homeric  art. 

Of  a  similar  character  to  the  Shield  of  Achilles  is 


Hesiod's  *  Shield  of  Heracles,' 

which  has  become  a  ver>'  apple  of  discord  to  philologians  and 
archaeologists.  The  clearest  view  of  the  subject  may  be  obtained 
by  reading  the  works  of  Hermann,^  Deiters,*  &c.,  on  one  side,  and  of 
O.  MuUer^  and  Brunn^  on  the  other.  The  two  last  writers  appear  to  me 
to  have  established  two  main  propositions.  First,  that  the  description 
of  Hesiod  contains  an  artistic  conception  not  inferior  to  that  of  Homer's 
Shield  of  Achilles ;  and  secondly,  that  the  Shield  of  Heracles  shows 
a  certain  advance,  corresponding  in  character  and  direction  to  that 
which  may  be  traced  in  extant  coins,  vases  and  reliefs  of  the  same 
period.® 

»  Bninn,  Kumi  bei  Homer,     Conf.   Mr.  *  Opusc.  vi.  2.  p.  204. 

A.  S.  Murray's  beautiful  restoration  of  the  *  De  Hesiodi  Scuti  Descr,    Bonn,  1858. 

•  Shield  of  Achilles '  in  his  Hutory  of  Greek  •  Zeitschrift  fiir  AUerthumswissenschaft^ 

Sculpture.  1 834,  No.  no. 

*  Now   in   the  Museo  Gregoriano  (Nos.  '  Kunst  bei  Hotnery  p.  17. 

63-66)  in  Rome.  •  O.  MuUer,  Arch,  d.  KunsL  Sec  65.  3 

*  V,  Cesnola's  Cyprus.  and  345,  5. 
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The  next  most  important  link  in  the  chain  which  connects  Homeric 
decorative  art  with  that  of  a  later  age  is  the  well-known 


Chest  of  Cypselus, 

which  is  circumstantially  described  by  Pausanias.*  Cypselus,  surnamed 
from  the  chest  (KvsjriXrj)  in  which  his  mother  Labda  is  said  to  have  con- 
cealed him  from  the  Bacchiadae  who  sought  his  life,  reigned  in  Corinth 
during  the  latter  half  of  the  seventh  century  B.C.  The  chest,  which  was 
supposed  to  be  of  a  much  earlier  date,  was  placed  in  the  Opisthodom 
(back- chamber)  of  the  Heraion*  (temple  of  Here)  at  Olympia,  where 
Pausanias  saw  it.  This  writer  ascribes  the  inscription  on  the  chest 
to  the  poet  Eumelus,  who  flourished  about  760  B.C. ;  but  it  has  been 
noticed  that,  in  the  reliefs,  Heracles  has  his  usual  weapons  (the  club  and 
bow),  which  were  not  generally  given  him  before  Ol.  30  (660  B.C.). 
The  chest,  which  was  of  cedar,  was  oblong  in  form,  three  feet  in  height, 
and  four  feet  broad,  and  rested  on  feet'  As  it  was  placed  against  tlie 
wall  it  was  only  ornamented  with  reliefs  on  three  sides,  or,  as  some 
maintain,  only  in  front.*  The  reliefs  were  partly  carved  in  the  cedar 
itself  and  partly  on  pieces  of  gold  and  ivory,  which  were  fastened  on 
to  the  surface  of  the  chest.  It  was  divided  into  five  narrow  stripes 
{a)pat},  in  the  same  way  as  the  Homeric  shield,  only,  of  course,  into 
parallel  straight  bands  instead  of  concentric  circles.  Only  the  middle 
stripe  contained  a  single  scene,  while  the  other  four  were  occupied 
by  from  four  to  thirteen  scenes  each.  In  the  first,  third,  and  fifth 
stripes  the  figures  moved  from  right  to  left ;  in  the  second  and  fourth, 
from  left  to  right*  We  gather  from  the  minute  description  of 
Pausanias  that  the  same  principle  of  rtsponsion  and  parallelism 
prevailed  in  these  reliefs  as  in  earlier  and  later  Greek  works  of  a  similar 
nature,  and  that  prominence  was  given  to  the  central  and  comer 
groups.  Mythology,  as  might  be  expected,  has  already  become  the 
prevailing  element  in  the  subjects  chosen.     Inscriptions  are  very  freely 


»  V.  17.  5.  *  Chrysostom,  OraL  ii.  45.         <  Brunn,  Kunst  bet  Homer. 

•  O.  Jahn,  Popul  Aufsdtze,  p.  202.  »  O.  Miiller,  Arch,  d,  Kunst,  Sec  57. 
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introduced,  and  either  give  the  names  of  the  persons  or  describe  in 
hexameters  the  scenes  pourtrayed.  These  were  written  in  the  most 
ancient,  partly  Corinthian,  characters,*  and  run  sometimes  from  right  to 
left,  sometimes  from  left  to  right. 


The  Throne  of  Apollo  at  Amycl^. 

Of  the  same  nature  was  the  throne  of  the  Amyclaean  Apollo,  con- 
structed by  Bathycles  of  Magnesia  in  the  time  of  Croesus  (S48-540 
B.C.).  O.  Miiller*  considers  this  to  have  been  an  example  of  that  to- 
reutic work  which  consisted  o\  a  kernel  of  wood  covered  with  reliefs  in 
gold  and  ivory ;  but  it  should  rather  be  regarded  as  the  commencement 
of  the  Chryselephantine  art,  which  is  a  development  of  wood-carving. 
The  work  of  Bathycles  was  still  purely  decorative,  for  his  art  was  dis- 
played not  on  the  figure  of  Apollo  himself,  but  on  the  so-called  throne. 
This  appears  to  have  been  not  a  seat,  but  a  sort  of  choir — like  that  of 
a  Christian  cathedral  in  which  the  Chapter  sits — in  the  middle  of 
which  stood  the  image  of  the  God.  This  figure,  which  was  a  tr^vprikarov 
(wrought  with  the  hammer)  of  bronze,  forty-five  feet  high,  was  not,  as 
Pausanias  expressly  tells  us,  the  work  of  Bathycles,  but  archaic,  *  made 
without  artistic  skill,^  and  except  that  it  had  hands,  face,  and  feet,  in 
other  respects  like  a  bronze  pillar.* 

The  reliefs,  with  which  we  are  at  present  concerned,  consisted  of 
thirty-seven  scenes  on  the  three  outsides  of  the  so-called  throne,  four- 
teen on  the  insides,  and  three,  more  elaborate  compositions,  on  the 
altar-shaped  pedestal  which  contained  the  ashes  of  Hyacinthus,  In 
the  description  of  these  reliefs  we  see  a  further  advance  in  technical 
execution,  and  the  same  principle  of  responsion.  The  subjects  are 
drawn  from  the  *  great  stream '  of  Homeric  and  Cyclic  poetry,  but  con- 
tain still  more  of  the  mythical  history  of  the  Gods  than  the  Chest  of 
Cypselus.  The  character  of  these  reliefs  too  is  largely  influenced  by  the 
close  relation  into  which  they  are  brought  with  whole  round  figures. 


»  O.  Jahn,  Popul,  Aufidtu,  214.  ■  Pausan.  iii.  19.  ii  oh  irhw  riyyili '^^oififiivop, 

*  Arch,  d,  A'unstf  Sec.  85.  rh  Xotwhr  x^'^V  *^''"'^  i<mv  tlKua-fidvoy, 
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The  Throne  of  the  Olympian  Zeus. 

The  next  important  work  of  a  similar  character  is  the  throne  of 
Pheidias'  Zeus  at  Olympia,  which  is  closely  connected  with  the  greatest 
plastic  achievement  of  the  greatest  artist  that  the  human  race  has  pro- 
duced. A  description  of  this  wonderful  creation,  in  which  cost  and 
skill  vied  with  one  another  for  supremacy,  is  given  by  Pausanias.' 
We  mention  it  here  as  the  last  link  of  a  series  of  strictly  decorative 
works  which  we  have  traced  in  their  ever-increasing  beauty  from 
the  age  of  Homer  to  that  of  Pheidias. 

Figures  of  Nike  (Victory)  formed  the  four  legs  of  the  throne,  and 
its  arms  were  supported  by  Sphinxes.  Below  these  again  were  Apollo 
and  Artemis  in  the  act  of  shooting  the  Niobids.  The  legs  were 
united  by  four  cross  bars,  on  one  of  which  stood  eight  round  figures^ 
representing  the  eight  different  contests  introduced  at  Olympia  by 
the  Eleians.  The  spaces  between  the  upper  part  of  the  legs  of  the 
throne  and  the  cross  bars  were  filled  up  by  slabs  of  costly  wood, 
which  were  adorned  by  the  painter  Panaenus,  a  nephew  of  Pheidias, 
with  representations  of  heroic  myths.  On  the  back  of  the  throne, 
which  rose  above  the  head  of  the  god,  stood  the  Charites  and  the  Horce, 
whom  the  Epic  poets  call  daughters  of  Zeus,  and  who  had  charge  of 
the  gates  of  Heaven.  On  the  broad  edge  of  the  basis  of  the  throne 
were  groups  of  figures  in  relief;  Helios  (the  sun  god)  mounting  his 
Chariot ;  Zeus  and  Here  ;  Hephaestus  andCharis  ;  Hermes  and  Hestia 
(Vesta).  The  centre  of  the  composition  was  probably  occupied  by 
Aphrodite^  who  is  welcomed  by  Eros  (Love),  and  crowned  by  Pothos 
(Desire),  as  she  rises  from  the  sea.  By  these,  her  constant  attendants, 
she  is  introduced  to  the  assembled  Deities  of  Olympus,  who  pay  their 
glad  homage  to  the  new-bom  goddess,  whose  resistless  power  they 
all  acknowledge. 


V.  ii.  I.     Conf.  Brunn,  Kunst  bet  Honur. 
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CHAPTER   IV. 
THE  GREEK    TEMPLE. 

It  would  be  beside  our  present  purpose  to  speak  of  Greek  architecture 
as  such,  but  Greek  sculpture  is  so  closely  connected  with  its  sister  art, 
that  some  knowledge  of  the  forms  of  the  Greek  temple — and  especially 
of  those  parts  in  the  adornment  of  which  the  painter  and  the  sculptor 
were  allowed  to  display  their  skill — is  essential  to  the  student  of  plastic 
art. 

As  the  dwelling  of  a  God,  the  temple  was  carefully  separated  from 
immediate  neighbourhood  and  contact  with  profane  buildings  by  being 
placed  in  a  rifievos  (sacred  enclosure)  or  on  a  raised  platform  of  solid 
masonry— the  so-called  artpeofidrrjs.  The  Doric  temple,  such  as  we 
see  it  in  its  perfection  in  the  Temple  of  Paestum,  of  which  the  probable 
date  is  about  600  B.C.,  was  in  the  main  the  same  as  we  find  it  in  the 
zenith  of  Hellenic  glory,  in  the  age  of  Pericles.  It  consisted  of  an 
oblongxel/a  (psds,  a-ijKos!),  in  which  stood  the  image  of  the  God  ;  the 
proneos  {wpov^co^f  irpoiofjMs),  (vestibule) ;  and  the  opisthodomos  (back- 
chamber),  which  was  entered  from  the  rear  and  was  generally  used  as 
a  treasure-house.  In  its  simpler  form  the  temple  was  either  without 
columns  (otrTi/Xo^)  or  had  them  only  in  front  {jrpoa-TvXosi).  Temples  of 
a  costlier  style  had  columns  both  on  the  east  and  west  fronts  {afi<l>i- 
irpoarvKos)  or  on  all  four  sides  {Trsplirrspos),  and  some  were  even 
surrounded  by  a  double  row  of  columns  (BiTrrepos),  Another  variety, 
of  which  we  have  an  example  in  the  Parthenon,  had  a  double  row  of 
columns  at  each  end,  and  only  one  row  on  each  of  the  longer  sides. 

Resting  immediately  on  the  pillars,  and  connecting  them  firmly 
together,  was  the  h^2Lwy  architrave  or  epistyle  (fig.  10,  ^),  the  surface  of 
which  was  generally  plain  and  smooth,  and  not  adorned  with  reliefs, 
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except,  perhaps,  in  the  case  of  the  primitive  Temple  of  Assos.  In  theory 
the  epistyle  was  one  long  beam,  but  in  reality  it  consisted  of  short  slabs, 
which  were  united  above  the  centre  of  each  column.  On  the  epistyle, 
as  intermediate  member,  rested  the  beams  which  ran  from  end  to  end, 
Fig.  io.  and  from  side  to  side,  of  the  whole  building,  inter- 

?  secting  one  another  and  forming  the  flat  interior 
roof  of  the  temple.  The  quadrangular  spaces 
between  these  beams  were  filled  with  thin  slabs  of 
marble.  In  the  earliest  period  these  cross-beams 
were  fashioned  of  wood,  and  the  ends  were  visible 
above  the  epistyle.'  But  in  stone  (Doric)  architec- 
ture they  were  concealed  by  the  so-cal  led  triglyph^  - 
(fig.  lo,  ^),  cubic  blocks  of  stone,  which  were  placed 
above  the  joinings  of  the  short  beams  of  the 
epistyle,  and  also  in  the  centre  of  the  intercolum- 
nia  (spaces  between  the  columns)  and  served  as 
supports  of  the  roof-beam  or  cornice  {^elaov), 
(fig.  lo,  c).  The  rectangular  spaces  between  the 
triglyphs,  called  metopes  (fig.  I0,rf)  (fjJroirai,  inter- 
tignia),  were  nearly  square,  and  ranged  in  size 
from  two  to  four  feet  in  height,  according  to  the 
size  of  the  temples.  They  were  originally  left 
open,  as  we  see  from  a  passage  in  Euripides,' 
where  Pylades  directs  Orestes  to  enter  the 
temple  through  these  openings  (eto-o)  TpiyXv^fxop 
iiroL  K6v6v).  It  was  customary  in  earlier  times 
to  place  offerings — vases,  tripods,  &c. — in  the 
metopes,  but  at  a  later  period  they  were  closed 
DORIC  PILLAR.  ^^j^j^  ^j^j^^  ^j-  ^^^^^^^  ^^j  omamcntcd  first  by 

the  painter  and  subsequently  by  the  sculptor.     This  series  of  alter- 
nate triglyphs  and  metopes  formed  the  beautiful  Doric  frieze. 

On  the  triglyphs,  or  short  pillars,  as  we  have  already  said,  rested 
the  lower  horizontal  beam  of  the  triangular,  or  gable,  end  of  the  roof. 


}  O.  Miiller,  Arch,  d.  Kunst^  Sec.  52.  *  So  called  from  the  three  grooves  in  them. 

»  Iphig.  in  Tour,  113. 
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The  upper  part  of  this  beam  i^zltrov)  is  bordered  by  a  maeander  stripe, 
by  the  cymation  {KVfjudriovy  wave-shaped  moulding)  and  the  abacus^ 
which  two  last  form  the  greatly  projecting  cornice.  And  lastly  the 
whole  building  is  covered  by  two  gently  inclined  planes,  which  spread 
themselves  over  it  like  the  protecting  wings  of  a  mother-bird  (hence 
sometimes  called  asros^  aJrayfia),^  and  form,  with  the  horizontal  line 
of  the  mtablature  ox  geison^  a  triangular  space,  the  so-called  pedimen/. 
This  pediment  or  aeios  (rvfiirapovy  tympanum  fastigii)  was  the  chief 
field  of  architectural  sculpture,  on  which,  as  on  the  brow  of  the  build- 
ing, its  character  was  impressed  by  the  artist. 

We  have  spoken  hitherto  of  the  Doric  order  of  architecture,  one 
of  the  principal  characteristics  of  which -is  the  division  of  the  frieze 
into  alternate  triglyphs  and  metopes.  In  speaking  of  the  Ionic  order, 
it  will  only  be  necessary  to  notice  those  peculiarities  by  which  the 
character  of  the  plastic  ornament  is  affected.  The  Ionic  entablature, 
as  is  well  known  to  the  reader,  has  no  triglyphs  or  metopes.  In  this 
order  the  frieze  runs  between  the  epistyle  and  the  geison  in  one  con- 
tinuous, unbroken  band  round  the  whole  building,  and  therefore  re- 
quires a  very  different  kind  of  composition  to  that  by  which  the 
metope  is  adorned.  We  have  fortunately  the  finest  examples  of 
ornamented  friezes  of  both  the  Doric  and  Ionic  order-  in  the  same 
temple — the  Parthenon, — of  which  we  shall  have  to  speak  at  length 
hereafter. 

In  the  interior  of  the  building  sculpture  was  employed,  with  less 
subserviency  to  architectural  rules,  in  fashioning  the  image  of  the  pre- 
siding deity,  from  whom  the  temple  derived  its  sanctity,  and  to  whom, 
in  the  best  periods  at  least,  the  plastic  decorations  more  or  less  directly 
referred.  The  inner  wall  of  the  cella  too,  which  was  regarded  rather  as 
a  carpet  suspended  from  the  architrave  than  an  integral  part  of  the 
solid  building  sometimes  received  the  appropriate  ornament  of  a 
painted  or  sculptured  frieze  by  way  of  border. 


*  The  origin  of  this  appellation  is  doubtful.  t£«  yap  .  .  .  . 

Stackelbcig  says,  *  A^oy,  ddrtfiOf  because  the  7  •/^"•'.•'**'if 'j  <>»«•:«•'  ^a<rtAw  iaviLov 

Corinthiai5    placed    on    the    pediment    an  i.rrf(^.»« ;  -  Pmdar,  O/.  xm.  «. 

eagle  with  extended  wings,  as  tne  Egyptians  '  Who  '  (but  the  Corinthians)  '  placed  the 

placed  a  hawk  {UfM^  over  the  entrance  of  double  king  of  the  birds  in  the  temples  of 

their  temples.'  the  gods? '    Conf.  O.  Miiller,  Dor.  ii.  p.  258. 
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The  parts  of  the  Greek  temple,  therefore,  which  sculpture  was 
i;ivited  to  adorn,  and  to  which  our  attention  will  be  almost  exclusively 
confined,  are  the  pediment^  the  metopes  of  the  Doric  frieze,  and  the 
continuous  Ionic  frieze^  which  in  the  Parthenon  ran  round  the  top  of 
the  outside  of  the  cella.  And  it  is  important  to  remember  that  the 
most  precious  works  of  art  which  have  come  down  to  us  formed  the 
prnaments  of  these  very  fields. 
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CHAPTER  V. 

FOUNDERS  OF  THE  EARLIEST  SCHOOL   OF 
SCULPTURE  IN  GREECE. 

01.  20-70  (B.C.  700-500.) 

Between  the  ag^  of  Homer  and  the  first  records  of  individual  artists 
lies  what  appears  to  us  a  great  blank,  though  we  feel  sure  that  during 
this  period  the  substructure  of  the  great  edifice  of  plastic  art  was 
being  slowly  laid.  It  is  not  until  the  beginning  of  the  sixth  century  B.C. 
that  we  meet  with  the  names  of  individuals.  Down  to  this  period  art 
was  entirely  in  the  hands  of  guilds,  whose  members  practised  their 
art  as  a  handicraft,  and  were  called  by  the  general  name  of  Daedalids. 
It  is  of  course  impossible  to  assign  any  exact  dates  to  the  names  of 
artists  which  first  meet  our  eyes  in  history,  but  we  may  refer  them 
pretty  confidently  to  the  seventh  century  B.C.    Among  these  was 

DiBUTADES   OF    SiCYON, 

who  resided  and  worked  at  Corinth,  which  was  very  early  renowned 
for  its  ceramic  art.  To  him  Pliny  seems  to  attribute  the  invention  of 
moulding  in  clay — the  true  plastic  art ;  although  his  words  *  need  not 
bear  this  meaning,  as  he  only  says  that  Dibutades  was  the  first  who 
made  likenesses  in  clay.  He  then  relates  the  well-known  story  that 
Dibutades  hit  upon  this  invention  (oper4  filiae)  *  by  the  help  of  his 


'  N.  H,  XXXV.   151  :  'Tenroe  fingere  ex  argilla  similUtuiines  Butades  Sicyonius  figulus 
prinras  invenit  Corinthi.' 
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daughter/  who  traced  the  outline  of  her  departing  lover's  shadow  on  the 
wall,  which  her  father  filled  up  with  clay  and  thus  formed  the  first  relief. 
This  work  of  the  first  great  artist,  Love,  was  preserved  in  the  Nym- 
phaeum  at  Corinth  down  to  the  time  of  Mummius.  Pliny  also  relates 
that  Dibutades  first  mingled  red  earth  with  the  clay,  and  formed  the 
masks  which  were  fixed  at  the  end  of  the  lowest  hollow  tiles  on  the 
roofs  of  temples,  and  were  called  prostypa^  ectypa  (antefixa).' 


Glaucus  of  Chios. 

According  to  the  most  ancient  process,  statues  of  metal  were 
made  of  separate  plates  beaten  out  by  the  hammer,  and  then  riveted 
together  by  nails.  Among  the  most  important  inventions  of  this 
early  period  is  that  of  soldering^  metals,'  which  is  attributed  to  Glaucus 
of  Chios.  Suidas  and  Stephanus  of  Byzantium  call  him  a  Samian, 
and  the  latter  author  and  Eusebius  refer  him  to  01.  22  (692  B.C.), 
while  others  make  him  contemporary  with  Alyattes  (618-560  B.C.). 
This  monarch  consecrated  a  silver  cr&ter  at  Delphi  after  his  illness, 
for  which  Glaucus  made  an  iron  stand  {inroicfyrjTfjpiBeop  aihrfpBov 
KoWriTov)}  These  dates  cannot,  of  course,  be  reconciled,  and  we 
must  remember  that  the  iron  stand  may  have  been  inherited  by 
Alyattes,  and  that  it  was  not  unusual  to  offer  older  works  in  the 
temples  of  the  Gods. 

A  still  more  important  invention  was  that  of  casting  statues  in 
bronze,  attributed  to 

Rhcecus  and  Theodorus  of  Samos. 

The  same  difficulty  recurs  with  regard  to  the  date  of  Theodorus, 
whom  Brunn  and  others  place  about  01.  So  (580  B.C).  Ottfried 
Miiller*  supposes  that  Rhcecus,  son  of  Phileas,  the  first  architect  of 


»  XXXV.  152.  2  Herod,  i.  25.    Pausan.  x.  16.  i.  *  Kunst  bei  Horner^  29. 

•  Only  iron  {<rf8i>po$),  not  bronze.  •  Arch,  d,  A'uns/,  Sec.  60. 
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the  enormous  Temple  of  Here  at  Samos,*  was  the  inventor  of  the  art  of 
casting  metals,  and  father  of  the  first  Theodorus  and  Telecles,  who 
assisted  him  in  building  the  Heraeon ;  and  that  Telecles  had  a  son, 
the  second  Theodorus,  who  made  a  silver  crater  for  Crcesus,  and  a 
golden  crater  for  the  Persian  king.  Pausanias  says  that  he  saw  a 
statue  of  a  woman  by  Rhoecus  in  the  Temple  of  Artemis  at  Ephesus 
which  the  Ephesians  called  Night,  Diodorus  Siculus,*  who  evidently 
thinks  that  the  Greek  artists  learned  of  the  Egyptians,  relates  that 
Theodorus  (the  elder?)  made  half  a  xoanon^  or  wooden  image,  of 
Apollo  at  Ephesus.  and  Telecles  the  other  half  at  Samos,  and  that 
the  two  halves  when  brought  together  coincided  exactly,  and  formed 
a  complete  statue.  From  this  tale  it  was  inferred  that  they  worked 
according  to  a  fixed  Egyptian  canon.  The  fatal  ring  of  Polycrates 
was  also  attributed  to  Theodorus,^  but  whether  it  was  made  for  the 
tyrant  or  only  acquired  by  him,  we  have  no  means  of  judging.  Of 
Theodorus  (the  elder .^)  Pausanias*  expressly  states  that  he  knew  of 
no  bronze  works  by  him.  It  is  probably,  therefore,  of  the  younger 
that  Pliny*  is  speaking  when  he  says  that  Theodorus  made  an 
image  of  hifnseif  in  bronze  renowned  for  its  extraordinary  likeness 
and  its  small  size.  This  miniature  held  a  file  in  the  right  hand, 
and  with  three  fingers  of  the  left  a  four-horse  chariot  (*quadrigu- 
1am  '),  so  small  that  it  was  covered  by  the  wings  of  an  artificial  fly, 
which  he  also  made  and  placed  near  it. 

The  first  working  of  marble,  on  which  the  development  of  the 
sculptors  art  so  much  depended,  is  connected  with  the  family  of 
Melas  of  Chios  (660-630  B.C.).  Melas  himself  and  his  son  Micciades 
are  for  us  mere  names  accidentally  preserved  by  Pliny  alone  ^  when 

speaking  of  their  more  famous  descendants, 

« 

Archermus,  Boupalus,  and  Athennis. 

01.  60  (B.C.  540). 

Archermus  (called  also  Anthermus  and  Archennus)  is  mentioned 
by  the  Scholiast  of  Aristophanes  ^  as  the  first  who  gave  wings  to  the 

»  Herod,  iii.  60.     •  Pausan.  viii.  14.  8.     »  N,  H,  xxxiv.  83.     '  Arcs,  v.  573  (ed.  DindorO- 
«  i.  98.  <  X.  38.  5.  •  Ibid,  xxxvi.  II. 
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image  of  Nike,  Pausanias  *  says  that  both  at  Smyrna,  in  the  Temple 
of  Nemesis  {h  r^  isp^  r&v  Nsfiiaeayv),  and  at  Pergamum,  in  the 
chamber  of  Attalus  (iv  r^  'ArraXou  daXdfup),  there  were  Charites 
(Graces)  clothed,  no  doubt,  according  to  the  ancient  practice,  and  of 
marble,  by  these  artists.  Boupalus  and  Athennis,  as  the  story  goes,  ca- 
ricatured the  deformed  poet  Hipponax,*  who  revenged  himself  by  his 
bitter  iambics,  and  drove  his  enemies  to  despair  and  suicide.  Pliny* 
regards  the  latter  part  of  the  story  as  false,  since  Boupalus  at  a 
later  period  made  statues  for  neighbouring  islands,  and  especially  for 
Chios,  which  was  said  to  be  renowned  'not  only  for  its  vines,  but 
for  the  works  of  the  sons  of  Archermus.*  Boupalus  also  made  a 
statue  of  Fortune  {Tvxv)t  and  was  the  first,  according  to  Pliny,  to 
place  the  'rroXos^  on  her  head,  and  in  her  hand  the  horn  of  Amaltheia, 
the  goat-nurse  of  Zeus.  His  other  works  were  a  statue  of  Artemis 
at  Lasos  in  Crete,  and  the  mask  of  Artemis  at  Chios,  which  was 
placed  high  on  the  wall  of  the  Temple,  and  'wore  a  sad  express- 
ion to  those  who  were  entering  the  sacred  edifice  and  a  joyful  one  to 
those  who  were  departing.'  * 

The  genius  and  skill  of  these  artists  are  attested  by  the  fact  that 
their  works  were  placed  by  the  Emperor  Augustus  in  the  gable  (/// 
fastigio)  of  the  Temple  of  the  Palatine  Apollo  in  Rome  ;  for,  how- 
ever strong  his  antiquarian  zeal,  the  great  Emperor  is  not  considered 
to  have  been  wanting  in  taste. 

DiPCExNUS   AND    SCYLLIS, 
01.  50,  B.C.  558? 

the  next  important  names  in  the  line  of  early  sculptors,  transfer  our 
attention  to  Crete.  They  are  called  sons,  i.e.  pupils,  or  of  the  school, 
of  Daedalus.  Pliny  ^  refers  them  to  the  soth  Ol.  (580  B.C.),  and 
Brunn  ^  thinks  that  they  began  to  work  after  that  date.  Pausanias  * 
saw  an  a^^ciXfia  of  At/tene  by  them  in  her  temple  at  Cleonae,  and 


*  ix.  35.  6.  »  Plin.  N.  H.  xxxvi.  13. 
^  Suidas,  s,  v.  Hipponax.  •  Ibid,  xxxvi.  9. 

*  N,  H,  xxxvi.  12.  »  Kumt  bei  Homer,  p.  47. 

*  The  cylinder  as  symbol  of  the  pole  or  sky.  •  ii.  15.  I. 
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Pliny  says  that  Argos,  Cleonae  and  Ambracia  were  full  {refertce)  of 
their  works,  as  well  as  Sicyon,  for  which  town  they  made  temple- 
images  oi  ApollOy  ArtemiSy  Heracles^  and  Athene} 

According  to  an  interesting  notice  in  the  *  History  of  Armenia/  by 
Moses  of  Chorene,^  a  statue  of  Heracles,  of  gilt  bronze !  by  these 
artists  was  found  by  Cyrus  in  the  booty  which  he  took  from  Croesus. 
Considering  the  active  intercourse  which  already  existed  between 
Greece  and  Asia,  it  is  by  no  means  necessary  to  infer  that  these  artists 
resided  in  Asia.  Among  their  wooden  statues— for  as  true  Daedalids 
they  also  worked  in  wood  and  ivory — was  an  interesting  group  at 
Argos  of  Castor  and  Polydeiues  (Pollux),  their  sons  Anaxis  and 
Mnasinos,  their  wives  Hilceira  and  Phosbc^  and  their  Iwrses,  in  which 
the  artists  employed  not  only  common  wood,  but  ebony  and  ivory.* 

They  also  made  a  statue  of  Heracles  for  Tiryns,  and  a  xoanon 
of  the  Munychian  Artetnis  for  Sicyon.*  Cedrenus  *  relates  that  in  the 
palace  of  Lausus  at  Constantinople  there  was  an  image  of  Athene  iowr 
ells  high,  by  Dipoenus  and  Scyllis,  made  of  *  emerald  stone '  (i/c 
XiOov  a-fjLapdySoVy  aqua  marina  ?),  which  Sesostris,  King  of  Egypt,  sent 
as  a  present  to  Cleobulus,  Tyrant  of  Lindos. 

Dipcenus  and  Scyllis  are  the  more  important  in  the  history  of  art 
because  they  formed  a  school  outside  their  own  family,  which  flourished 
through  several  generations.  The  Spartans,  we  know,  derived  their 
first  acquaintance  with  art  from  Crete,  and  among  the  first  pupils 
of  Dipoenus  and  Scyllis  we  find  two  Spartans — 

Hegylos  and  HIS  Son  Theocles, 

01.57.3,  B.C.  550? 

who  flourished  about  the   middle  of  the  sixth  century  B.C.     They 
made  a  group  of  Heracles  and  the  Hesperides  in  cedar  wood,  with 


»  iV.  //.  xxxvi.  14.    Pliny  relates  a  strange  1736).     Conf.  O.  Miiller,  Kleitte  Schri/Un, 

story  of  their  quarrel  with  the  Sicyonians,  ii.  p.  634. 

and  the  intervention  of  the  Gods,  which  bears  •  Pausan.  ii.  22.  5. 

witness  to  the  high  position   held   by  the  <  Clemens  Alexandr.  Protrept.  iv.  p.  42. 

artist  at  thb  period.  »  HisL  p.   322  B,  apud  Brunn,  KunstUr- 

2  ii.    II,  p.    103  (ed.  Whiston,  London,  Geschichte,  p.  94. 
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some  of  its  details  in  ivory  and  gold,  for  the  Treasury  of  the 
Epidamnians  at  Olympia.' 

The  development  of  Daedalian  wood-carving  into  the  chrysele- 
phantine (gold  ivory)  work  of  a  later  period  was  further  promoted  by 
two  Lacedaemonians  of  the  same  school — 

DONTAS    AND    DoRYCLEIDAS,* 

01.  57.  3,  B.C.  550? 

who  combined  cedar  with  ivory  and  gold  in  a  group  of  Heracles  and 
the  River-god  Acheloiis  contending  for  the  possession  of  Deianeira  in 
presence  of  Zeus  and  Athene.  The  nationality  of  two  other  artists 
of  this  school, 

Tect/Eus  and  Angelion, 

01.  58.  I,  B.C.  548  ? 

is  unknown.'  Plutarch*  describes  a  statue  of  the  Delian  Apollo  by 
them,  holding  a  bow  in  his  right  hand,  and  with  the  three  Charites 
on  the  left  bearing  the  lyre,  the  flute,  and  the  pipe  {avpiy^y 

Clearchus  of  Rhegium, 

OL  70,  B.C.  500.? 

is  also  called  a  pupil  of  Dipoenus  and  Scyllis,  although  some  regarded 
him  as  a  disciple  of  Daedalus  himself.  His  chief  work  was  a  statue  of 
Zeus  viraros  (the  supreme),  in  the  Temple  of  Athene  Chalcioecus 
(Athene  of  the  Brazen  House)  in  Sparta,  which,  although  the  art  of  cast- 
ing metals  had  been  long  known,  appears  to  have  been  a  sphyrelaton  of 
the  oldest  fashion.  Pausanias  calls  it  *  the  oldest  of  bronze  statues,'  ® 
and  yet  immediately  afterwards  he  states  that  its  author  was  a  pupil 
of  Dipoenus  and    Scyllis  !      In  all  probability,  Clearchus  purposely 


"  Pausan.  v.  17..  I.  N,  At,  Br,  7-9.  Conf.  Miiller  and  Wieseler, 

«  Ibid.  vi.  19.  12.         •  Ibid.  ii.  32.  5.  Denkm,  d,  a,  Kunst^  ii.   126.      There  is  a 

<  De  Mus,  14.  curious  sphyrtlcUon   statuette   in  the  Vase- 

•  Copied  on  a  gem  (Milin,    GalL  MythoL  room  of  the  Brit.  Mus. 
33.  474),  and  on  coins  of  Athens,  Combe,  •  iii.  17.  6. 
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imitated  the  ancient  process  to  give  his  work  an  air  of  greater  anti- 
quity and  holiness. 

Bathycles  of  Magnesia, 

whose  great  work,  t/ie  Throne  of  the  A  my  clean  Apollo}  has  been  men- 
tioned above,  is  also  classed  as  a  disciple  of  Dipcenus  and  Scyllis. 
The  name  of 

Smilis  of  .jEgina, 

01.  50,  B.C.  580? 

from  its  real  or  apparent  connexion  with  afitkrjy  a  sculptor's  chisel,  is 
supposed  to  be  that  of  a  mythical  personage,  representing  the  collec- 
tive art  of  wood-carving  in  iEgina,  as  Daedalus  did  in  Athens.  Pau- 
sanias  *  speaks  of  him  as  a  real  person,  contemporary  with  Daedalus, 
but  not  equal  to  him  in  fame.  The  same  writer  describes  a  chrys- 
elephantine group  by  him  of  the  Horce  seated  on  thrones  in  the 
Heraion  (Temple  of  H^r^)  at  Olympia,  near  which  stood  a  figure  of 
their  mother,  Themis,  by  Dorycleidas.*  The  most  celebrated  work  of 
Smilis  was  his  statue  of  Hiri  in  the  Heraion  at  Samos,  which  suc- 
ceeded the  figure  introduced  by  Procles  at  the  time  of  the  Ionian  mi- 
gration, as  a  substitute  for  the  sacred  symbolic  beam  or  board  {(ravis)} 

Endceus  of  Athens, 

01.  70,  B.C.  500.^ 

if  we  are  to  believe  Pausanias,  followed  Daedalus  in  his  flight  to  Crete 
after  the  murder  of  Kalos  (Talos,  Perdix),  but  he  probably  flourished 
about  01.  70  (B.C.  500),  as  is  testified  by  an  inscription  which  bears  his 
name.^  His  date  is,  however,  a  matter  of  dispute,  and  no  reliance  can  be 
placed  on  the  testimony  of  Pausanias.     Among  the  works  ascribed  to 


»  Vide  supra,  p.  4''  Potter),  and  Eusebius,  Pnep,  Evang.  iii.  8. 
'  vii.  4.  4  :  W|iyj  h\  olfK  is  rh  Xtrov  i^iKero.  •  Brunn,  Kunst  bei  Horner^  p.  44.    Urlichs 

■  V.  17.  I.  [Skopas,  p.  246),  in  controversy  with  Brunn, 

*  Clemens  Alexandr.  Protrept.  iv.  p.  40  (ed.  maintains  that  he  flourished  as  early  as  Ol.  52. 
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Endoeus  are  a  xoanon  oi  AthenCy  on  a  throne,  in  the  Acropolis  at 
Athens,  on  which  was  inscribed  that  it  was  *the  work  of  Endoeus  and 
the  offering  of  Callias  ';  a  colossal  wooden  statue  of  Athene  Polias  at 
Erythrae  in  Ionia,  near  the  island  of  Chios,  with  a  distaff  in  each 
hand,  and  the  TrdXo^  on  her  head  ;  a  statue  of  Athene  Alca^  entirely 
of  ivory,  which  Augustus  afterwards  transferred  to  his  forum  at  Rome,* 
and  an  image  of  the  Eplusian  Artemis  at  Ephesus.' 

Passing  over  several  artists  of  less  note,  probably  belonging  to  this 
period,  mentioned  by  Tatian,  Zenobius,  Clemens  Alexandrinus,  and 
others,  we  have  still  to  notice 

GiTiADAS  OF  Sparta, 

01.66,  B.C.  516? 

whom  Brunn  regards  as  a  contemporary  of  Callon,  with  whom  he 
was  employed  in  making  tripods  at  Amyclae.*  Gitiadas  appears  in 
history  as  an  architect  and  sculptor,  and  author  of  a  hymn  to  Athene.* 
He  constructed  or  restored  the  Temple  oi  Athene  Poliouchos  (guardian 
of  the  city)  at  Sparta,  and  lined  the  interior  with  plates  of  brass,  whence, 
as  some  suppose,  the  goddess  received  the  name  '  of  t/ie  Brazen  House  * 
(chalcicecus),  although  the  custom  was  of  much  older  date.®  Gitiadas 
made  the  temple-image  of  the  goddess,of  which  we  probably  haveacopy 
on  old  Spartan  coins.^  He  also  adorned  the  brazen  plates  of  the  temple 
with  reliefs,  or  rzAi^x graphite  designs,  of  various  mythological  subjects, 
as  the  '  Labours  of  Heracles]  the  'Rape  of  the  Daughters  of  Leucippus 
by  Castor  and  Polydeucesl  and  other  adventures  of  the  Dioscuri  ; 
'  Hephcestus  loosing  his  mother  Here  from  her  Bonds  * ;  *  Nymphs 
presenting  Perseus  with  the  Winged  Sandals  and  Helmet  for  his 
Expedition  against  Medusa*;  *tht  Birth  of  A  tlieTie' ;  'Poseidon  and 
Amphitritey  Sic} 

>  So  called  either  from   Aleus,    king  of  suit  Brunn,  Kumt  bet  Homevy  p.  49.     Conf. 

Tegea,  who  built  her  a  temple,    or  from  O.  Jahn,  Zeitschr.  fiir  PhiloL  73,  513. 

hxit\   {effugium).      Statius,    Theb,    4.    228  :  *  Pausan.  iii.  17.  2. 

*  Templuniqui  AUa  nemorale  Miturva:  •  Vide  supra,     Conf.    Brann,    ATunsi  hci 

«  Pausan.  viii.  46.  4.  Homery  50. 

»  Athenagoras,  Ug,  pro  Christ,  14,  p.  61  '  O.  Jahn,  De  Antiq.  Minerva  SimuIacHs 

(ed.  Dechair).  Atlidsy  Bonn,  1866,  Taf.  3,  No.  5, 

*  Pausan.  iii.  18.  7.     Bursian  and  others  •  Pausan.  iii.  17.  3. 
place  him  earlier.     For  the  discussion  con- 
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CHAPTER  VI. 

EXTANT    WORKS   OF  ARCHAIC  ART 
(Seventh  and  Sixth  Centuries,  B.C.) 

In  primitive  art,  as  we  have  seen,  the  different  deities  were  distin- 
guished from  one  another  by  attributes  of  various  kinds  indicative  of 
their  pecuh'ar  character  and  functions.  But  as  artistic  insight  and 
technical  skill  increased,  the  artist  rose  to  a  higher  conception  of  his 
mission,  and  strove  to  represent  by  form,  attitude,  and  expression  the 
individuality  of  his  subject.  And  when  once  the  ideal  type  of  a  god 
or  hero  had  been  grasped  by  genius,  and  embodied  by  skill,  it  was 
not  lightly  changed,  but  in  all  the  modifications  which  it  underwent 
retained  its  essential  identity. 

Of  the  works  of  art  of  which  we  have  spoken  above  not  one, 
perhaps,  is  to  be  found  among  the  existing  monuments  of  antiquity. 
We  possess,  however,  a  considerable  number  of  archaic  statues 
from  various  parts  of  Greece  and  the  Greek  islands — from  Orcho- 
menos,  Megara,  Thera,  Tenea,  and  Naxos— which  greatly  aid  us  in 
forming  an  idea  of  the  archaic  style  of  the  seventh  and  sixth  cen- 
turies before  the  Christian  era.  Among  the  best  known  of  these  are 
the  so-called  Apollo  of  Thera,  now  at  Athens,  the  Apollo  of  Tatca 
at  Munich,  and  the  '  Sirangford'  Apollo,  in  the  British  Museum, 
which,  though  they  differ  in  age  and  merit,  bear  a  very  close  resem- 
blance in  general  type  and  style. 

The  Apollo  of  Thera 

was  found  in  the  island  of  Thera  {hod,  Santorini),  and  was  acquired 
in  1836  for  the  Thesion  at  Athens.     This  figure  is  about  the  size  of 
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life,  and  in  the  main  well  preserved,  considering  its  great  age ;  but 
the  legs  from  the  knee  downwards  are  wanting,  and  the  tip  of  the 
nose  is  injured.  The  head,  which  is  carved  from  a  separate  block  of 
marble,  and  joined  to  the  body  by  iron  stanchions,  is  set  straight  and 
erect  on  the  shoulders,  without  the  slightest  inclination  to  the  right  or 
left.  The  trunk,  though  somewhat  clumsy  and  too  full  and  gross  in 
parts,  is  tolerably  correct  in  outline ;  the  breast  bones  are  strongly 
marked,  but  the  back  is  neglected  and  without  anatomical  detail, 
which  the  artist  seems  as  yet  incapable  of  giving.  The  whole  attitude 
is  erect,  like  that  of  a  soldier  at  the  word  '  attention  !  *  but  the  hands, 
which  are  pressed  to  the  sides,  are  closed,  with  the  thumbs  to  the 
front.  The  legs  are  close  together,  the  left,  however,  being  somewhat 
advanced,  though  the  figure  is  not  walking  but  standing.  It  rests 
equally  on  both  feet,  the  soles  of  which  are  flat  on  the  ground  from 
heel  to  toe,  which  is  one  of  the  most  prominent  characteristics  of  the 
ancient  style.  The  expression  of  the  face  is  comical,  not  to  say 
idiotic  ;  the  eyes,  which  lie  obliquely,  are  full  and  protruding,  the  eye- 
brows highly  arched,  the  mouth  wide,  with  thick  lips  closely  pressed 
together,  and  the  cheeks  drawn  into  a  smirk.  The  hair  is  carefully 
arranged  in  small  snail-like  curls  round  the  forehead  from  ear  to  ear, 
behind  which  a  broad  band  passes  round  the  back  of  the  head,  and 
the  abundant  hair  is  combed  in  a  wavy  mass  over  the  neck,  gradually 
widening  down  the  back  until  it  almost  reaches  from  shoulder  to 
shoulder.  Colour  appears  to  have  been  used  both  on  the  hair  and  the 
band  by  which  it  was  confined.  Another  well-known  and  interesting 
example  of  the  same  general  type,  but  superior  execution,  is  the 


Apollo  of  Tenea 

(Fig.  11), 

at  Munich,  so  called  from  the  place  where  it  was  discovered,  the  site 
of  which  is  occupied  by  the  village  of  Attiki,  about  seven  miles  from 
Corinth.*     This  celebrated  figure,  which  shows  a  considerable  advance 


Conf.  ^Statua  Votiva  di  Bronzo'  da  Style  Grec.  Arch,  in  Gerhard,  Mon.  ItUd,  i.  No.  58. 
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Fig.  II. 


on  the  Apollo  of  Thera,  both  in  anatomical  knowledge  and  technical 
skill,  is  slim  and  rigid,  every  muscle  being  strained  and  stiffened  to 
the  utmost,  as  is  especially  observable  at  the  knee.  The  general 
treatment  of  the  eyes,  hair,  and  mouth  are  the  same  as  in  the 
Theraean  figure  but  less  coarse  and  clumsy.  The  corners  of  the 
mouth  are  drawn  up  into  the  same  vacant  smile,  and  the  artist  has 
tried  to  give  additional  expression  to  the  face  by  impressing  a  dimple 
on  the  chin. 

In  both  these  statues  the  forehead  is  receding, 
and  the  eyeballs  full  and  protruding.  There  is  no 
trace  of  what  we  call  the  ideal  Greek  type,  and  least 
of  all  in  the  most  characteristic  feature,  the  nose, 
which  is  large  and  very  prominent.  It  is  impossible 
not  to  recognise  in  these  figures  the  influence  of  Egyp- 
tian models,  but  there  is  no  slavish  adherence  to  a 
fixed  immutable  canon,  but  everywhere  signs  of  an 
honest  endeavour  to  follow  nature.  They  are  indeed 
in  one  sense  failures,  and  as  independent  and  isolated 
works  of  art  would  deserve  little  attention  ;  but 
taken  in  their  connexion  with  the  past  and  future 
of  Greek  art,  they  are  full  of  interest  and  instruction. 
The  sharp  angular  forms  of  these  statues  remind  us 
that  they  follow  hard  upon  wood  carving,  and  par- 
take largely  of  the  character  of  wooden  images. 
We  see  that  the  artist  is  working  on  his  own  obser- 
vation of  the  human  form,  and  that  where  he  fails,  it 
is  for  want  not  of  freedom  of  mind  or  the  absence  of  high  aims,  but 
of  knowledge  and  technical  skill.  He  fails,  but  how  different  are 
his  faults  and  failures  from  those  of  the  Egyptian  or  Etruscan 
sculptor !  There  is  no  future  in  the  Egyptian  statue  ;  the  artisan 
who  produced  it  is  not  working  by  his  own  lights,  and  striving  to 
do  his  very  best  in  his  own  way,  but  the  skilful  bondman  working 
in  fetters  for  a  task-master,  and  producing  eternal  repetitions  of  an 
unchanging  type  —  the  lifeless  monsters  of  hieratic  prescription. 
The  next  step  in  the  gradual  development  of  the  Apollo  type  is 
perhaps 


APOU.O  OF  TKNEA. 
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Fig.  12. 


The  '  Strangford  '  Apollo, 

in  the  British  Museum  (fig.  12),  which  strongly  resembles  the  Ther^ean 
and  Tenean  figures,  but  shows  a  very  marked  superiority  over  both  in 
the  organic  details,  and  more  especially  in  the  treatment  of  the  nude 
surfaces.  Brunn  *  considers  it  as  belonging  to  the  second  class  of 
Apollo  types,  in  which  the  arms  are  no  longer  close  to  the  sides.  He 
truly  remarks  that  in  this  statue  we  see,  instead  of  the  vagueness  of 
preceding  work,  an  accurate  knowledge  of  forms  founded  on  closer 
observation.  The  bones  of  the  skeleton  are  more  correctly 
given,  and  over  this  framework  the  system  of  muscles  is 
spread  with  considerable  accuracy  and  clearness.  Yet 
the  artist  wisely  keeps  within  his  proper  bounds,  never 
setting  himself  a  task  beyond  his  limited  powers.  He 
only  represents  the  bones  and  muscles  necessary  for 
the  representation  of  active  life  ;  but  in  doing  thus  much 
ivell  he  gives  to  Greek  art  its  systematic  and  methodical 
foundation.  These  and  similar  works  are  of  the  greatest 
value  to  the  student  of  art-history,  as  enabling  him  to  get 
an  idea  of  the  archaic  style  of  Canachus,  Gallon,  and 
Hegesias. 

Statues  of  a  similar  type  have  been  discovered  in  other 
parts  of  Greece,  among  which  we  may  mention  an  unfin- 
ished figure  at  Naxos,  another  at  Megara,  and  a  third  at  Orchomenus,* 
all  of  which  bear  a  strong  resemblance  to  the  Theraean  Apollo.  There 
are  others,  probably  of  a  later  period,  which  differ  from  those  described 
above  chiefly  in  the  position  of  the  arms,  which  are  no  longer  fixed 
to  the  sides  but  stretched  out  as  if  to  hold  or  receive  some  offering. 
An  example  of  this  series  is  a  colossal  figitrCy  thirty-four  feet  high^ 
still  to  be  seen  in  a  quarry  at  Naxos,  and  a  beautiful  bronze  statue 
in    the    Louvre   at   Paris  (fig.    13),  found   at  Piombino,   which  last, 


THE 

•strangford 

APOLLO. 


'  Sitzun^ d.  Phil.  Classed.  Kiin.  baier.  Acad,  w  Mihich.  Nov.  2,  1872. 
2  Anna),  d.  Inst.  l86r,  Taf.  E. 
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however,  is  of  a  much  later  period  than  the  foregoing.*  Helbig* 
describes  an  archaic  head  of  Pcntelican  marble  in  the  Villa  Ludovisi, 
which  he  compares  with  the  Apollo  of  Canachus 
and  the  Strangford  Apollo.  It  appears  to  me 
to  be  of  a  later  date,  and  to  betray  marks  of  an 
affected  archaism.  Pausanias  '  describes  a  statue 
of  Arrachion  the  Pancratiast,^  who  gained  two 
victories  at  Olympia  in  the  50th  01.  (564  B.C.), 
which  must  have  closely  resembled  the  Apollo 
of  Tenea,  and  was  executed  about  the  same  time. 
*  It  was,*  he  says,  'archaic  in  other  respects,  and 
especially  in  its  "(r;j^^/ta"  (type) ' ;  the  feet  not 
far  apart,  and  the  hands  hanging  down  close  to 
the  sides  as  far  as  the  buttocks  (a;^*  r&v  yXov- 
T&p),  This  notice  might  seem  to  throw  doubts 
on  the  correctness  of  the  appellation  Apollo  as 
applied  to  the  Theraean  and  Tenean  figures  ;*  but 
statues  of  mere  mortals  were  extremely  rare 
at  this  period,  while  those  of  Apollo,  who  was 
the  principal  deity  of  Tenea,^  were  very  nu- 
merous. Dipoenus  and  Scyllis  made  a  statue  of 
this  god  on  marble,  and  however  distinguished  Arrachion  may  have 
been,  it  is  hardly  probable  that  even  an  Olympian  victor  would 
be  represented  with  long  flowing  hair,  which  was  one  of  the  most 
notable  characteristics  of  Apollo. 


BRONZE  STATUE   IN 
THE   LOUVRE. 


The  Relief  Style. 


As  many  of  the  very  earliest  and  most  interesting  remains  of 
Greek  art  are  not  round  figures  but  Reliefs,  it  may  be  well  to  say  a 


'  Liibke,  Hist.  0/ Sc.  p.  87. 

*  Ann.  d.  Inst.  1874,  p.  39.    ■  viii.  40.  1. 

*  Victor  in  the  Pancration,  which  inclu- 
ded wrestling  and  boxing. 

*  This  controversy  has  been  revived  by  Dr. 
"Waldstein  (in  the  Journal  0/ Hellenic  St  tidies  y 
vol.  i.),  who  thinks  it  •  not  improbable  that 
the  so-called  Strangford  **  Apollo  "...  may 
be  a  copy  of  the  statue  of  Theagenes  *  by 
Glaucus  the  vEginelan.    I  am  not  convincetl 


by  his  arguments  against  the  name  Apollo, 
which  is  generally  given  to  these  statues,  but 
he  is  quite  right  in  saying  that  the  so-called 
Apollo  on  the  omphalos  in  the  Patissia  Museum 
at  Athens  cannot  be  brought  forward  as  an 
argument  for  the  appellation.  I  convinced 
myself  when  at  Athens  that  the  Apollo  and 
the  omphalos  have  no  connexion  with  one 
another. 

•  Pausan.  ii.  5.  4. 
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few  words  in  this  place  on  the  nature  and  peculiarities  of  the  relief 
style  in  general. 

In  its  origin  the  Bas-relief  was  little  more  than  an  outline  or 
silhouette,  in  which  very  little  attention  was  paid  to  the  filling  up  of 
the  interior  spaces.  It  partakes  to  a  certain  extent  of  the  nature  both 
of  painting  and  sculpture,  and  in  the  reliefs  of  Egypt  and  Assyria  the 
attempt  is  made,  as  it  were,  to  paint  in  stone.  But  when  the  Greeks 
turned  their  attention  to  this  branch  of  plastic  art,  they  saw  its 
peculiar  advantages  and  defects,  and  wisely  confined  it  within  the 
narrow  bounds  in  which  alone  it  can  work  with  good  effect.  The 
earliest  Greek  reliefs  retain  to  a  certain  extent  the  original  character 
of  silhouettes.  They  do  not  resemble  complete  figures  cut  in  halves 
and  laid  upon  a  flat  surface,  such  as  we  see  at  a  later  period,  especially 
in  Rome.  They  are  produced  by  cutting  away  the  stone  round  the  out- 
line of  the  figures  to  be  represented,  and  leaving  their  surface  flat,  and 
with  their  sides  nearly  at  right  angles  to  the  plane  from  which  they 
stand  out.  This  primitive  style  was  soon  succeeded  by  one  in  which 
greater  roundness  was  given  to  the  figures,  and  more  attention  paid  to 
the  details  within  the  outlines  ;  but  during  the  whole  of  the  best  period 
the  Greek  reliefs  retained  a  certain  flatness  by  which  they  are  easily 
distinguished  from  those  of  a  later  age. 

It  is  evident  that  the  true  relief  can  have  no  real  middle  or  back 
ground,  in  the  proper  sense  of  the  words,  but  only  an  ideal  one.  A 
real  back-ground  would  require  round  figures,  separated  from  the  sur- 
face, and  would  altogether  change  the  character  of  the  relief-style.  This 
absence  of  middle  and  back-ground  necessitates  the  filling  up,  as  far 
as  possible,  of  the  whole  space  which  the  relief  is  intended  to  adorn  ; 
and  this  necessity,  again,  gives  rise  to  the  most  marked  peculiarity 
and,  at  first  sight,  the  greatest  fault,  of  this  branch  of  plastic  art,  the 
sO'C3Lllcd  Isocephalism  (equality  of  height  in  the  heads) — i.e.  the  practice 
of  making  all  the  figures,  whether  sitting  or  standing,  on  foot,  in  chariot 
or  on  horseback,  with  their  heads  on  the  same  level.  When  the  prin- 
ciple of  isocephalism  is  violated,  we  generally  see  that  the  artist  has 
been  influenced  by  higher  considerations. 

The  relief-style,  as  we  see  both  in  Assyrian  and  very  ancient 
Greek  examples,  was  developed  at  an  earlier  period  than  statuary 
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proper  ;  and  the  reason  is  apparent.  The  temple-images  of  the  Gods, 
which  were  in  early  times  almost  the  sole  subjects  of  sculpture,  were 
preserved  in  their  primitive  rudeness  by  the  reverential  awe  of  the 
artist,  and,  still  more,  of  the  public  for  whose  adoration  they  were 
fashioned.  In  the  relief,  on  the  other  hand,  which  generally  represented 
a  lower  class  of  subjects,  such  as  heroes,  mere  mortals,  and  scenes  of 
real  life,  the  artist  was  less  trammelled  by  tradition  and  convention. 

Reliefs  from  the  Temple  of  Assos. 

Among  the  very  earliest  works  of  this  nature  which  have  been 
preserved  are  the  reliefs  discovered  in  the  beginning  of  the  present 

Fig.   14. 


LION    DEVOURING    DEER. 


Fig.   15. 


BULLS    BUTTING. 


century  among  the  ruins  of  a  Doric  temple  at  Assos  in  the  Troad, 
and  acquired  in  1838  by  M.  Raoul  Rochette  for  the  Museum  in  the 
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Louvre.  Contrary  to  the  usual  practice  of  the  Greeks,  who  only 
adorned  what  may  be  called  the  inactive  architectural  members  of  a 
building,  these  reliefs  seem  to  have  been  carved  on  the  granite  epistyle 
or  architrave,  as  there  are  indications  of  the  abacus  and  the  regula 


Fig.   i6. 


Fh;.   17. 


of  the  triglyphs  at  the  upper  edge  of  the  slabs.  The  work  is  of  the 
rudest  and  most  primitive  character,  bearing  a  striking  resemblance 
in  style  to  the  paintings   on  the  earliest  Greek  vases.     The  scenes 


Fig.   18. 


BANQUET. 

depicted  are  Lions  devouring  Stags  (fig.  14);  Bul/s  butting  t^ch  other 
with  their  horns  (fig.  15);  Sphinxes  (fig.  16);  Cefitaurs  at  full  gallop 
(fig-  17)  J  Banqueters  RECLINING  at  table  (fig.  18), according  to  the  post- 
Homeric  custom  derived  from  the  East  ;*  and  Heracles  in  contest  with  a 
Triton  (fig.  19).     Behind  the  Triton,  on  the  left  side  of  the  slab,  are 


'  Friederichs,  Bausteinty  &>c.  p.  9.     Conf.  Assyrian  reliefs  in  British  Museum. 
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female  figures  gesticulating  with  their  arms,  supposed  to  be  Nereids 
terrified  by  Heracles*  attack  on  the  fish-tailed  demon.  Some  of  the 
scenes,  and  especially  the  contest  of  the  beasts,  remind  us  strongly  of 
Assyrian  reliefs,  and  the  scenes  depicted  on  the  earliest  Greek  vases,* 
the  decorations  of  which  are  decidedly  oriental  in  character.  There 
is  some  difficulty  in  assigning  a  date  to  these  reliefs,  as  we  have  only 
internal  evidence  to  guide  us.  The  style  is  in  the  highest  degree  archaic, 
and  if  Heracles  is  really  pourtrayed  on  one  of  the  slabs  (fig.  19),  the 
fact  that  he  is  without  his  lion's  skin,  which  became  his  constant 
attribute  at  the  end  of  the  7th  century  B.C.,  would  afford  very  strong 
evidence  of  the  high  antiquity  of  the  work.*-*     On  the  other  hand,  we 

Fig.   19. 


HERACLES,    TRITON    AND   NEREIDS. 

must  observe  that  the  Centaurs  have  four  horse's  legs^  whereas  in  the 
earliest  types  of  these  monsters,  the  forelegs  were  human.'  Heracles 
has  a  quiver  on  his  back,  and  the  Triton  holds  something  in  his  left 
hand,  perhaps  a  horn. 

It  is  difficult  to  trace  any  connexion  between  the  different  scenes  ; 
a  fact  which  is  also  characteristic  of  the  childishness  of  primitive  art,  and 
strengthens  our  conviction  of  the  high  antiquity  of  the  work  before  us. 
The  principle  of  isocephalism  referred  to  above  is  strictly  preserved 
in  the  mythical  scenes  at  the  expense  of  extraordinaiy  violations  of  the 
natural  and  relative  proportions.**    The  small  female  figures,  or  Nereids, 


'  Gerhaxd,  AuserUsetu  Vasenbilder^  Taf.  *  Friederichs,  Bausicine^  p.  9.     Gerhard, 

cxi.  cxv.      Bronsted,    ♦32  Vasen,*  Ann,  d.  Auserlesene  Vasenbildtry  ii.  Taf.  iii.  p.  95. 
Inst.  vol.  xiii.  Jahrg.  1841.    Conf.  Prokesch,  •  Vide  supra^  p.  102. 

WUner   Jahrbucher^    1832,    ii.    p.    59  der  <  Conf.   Michaelis,  Annali  d,  Inst,    tav. 

Anzeigen^  for  an  account  of  another  fragment  d^Agg.  B. 
of  this  relief. 
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are  less  than  half  the  size  of  Heracles  and  the  Triton,  who  are  there- 
fore stretched  out  at  full  length  to  bring  their  heads  on  a  level  with 
those  of  the  sea-nymphs.  But  even  here,  and  still  more  so  in  reliefs  of 
a  nobler  style,  adherence  to  natural  proportions  would  be  intolerable.* 


The  most  Ancient  Metopes  from  the  Temple 

OF  Selinus. 

Of  nearly  equal  antiquity  with  the    reliefs   of  Assos    are   three 
vutopes  discovered  in  1822  by  the  English  architects,  William  Harris 
and  Samuel  Angell,  among  the  ruins  of  the  middle  and  oldest  temple 
Pj^,    20  ^^  ^^  Acropolis  of  Selinus  in  Sicily. 

The  first  of  these  reliefs,  which  are  now 
at  Palermo,  has  been  pieced  together 
from  thirty-two  fragments  in  the  form 
of  a  metope  (4  feet  10  inches  by  3  feet 
7  inches),  and  represents  Perseus  cutting 
off  the  Head  of  Medusa  (fig.  20),  while 
Pallas  watches  the  operation  with  appa- 
rent satisfaction.  The  dress  of  the  hero 
looks  like  a  mere  apron,  but  may  possibly 
be  the  lower  part  of  a  short  tunic,  the 
upper  part  of  which  was  represented  by 
colour.     His  boots,  with  the  long-curled 

PERSEUS   AND   MEDUSA.  p^^^^^     ^^^     ^^^^     ^^    ^^^^^     SUppOSe,     thc 

winged  sandals  given  him  by  the  Nymphs,  but  the  boots  in  general  use 
at  that  period.  On  his  head  he  has  the  hat  {Kvvr{)  of  Hermes.  Medusa 
has  fallen  on  one  knee,  and  remains  perfectly  passive,  not  to  say  con- 
tented, while  her  conqueror  quietly  severs  her  head  from  her  body. 
In  her  arms  she  tenderly  holds  the  figure  of  a  small  horse,  Pegasus, 


»  Among    the   Xanthian   marbles  of  the  the  Assos  reliefs.  Traichov,  An/i^,  Xoft/Aioca, 

British  Museum  are  an  apparently  archaic  and  Cesnola's   Cypt-us,     Lycian  Sepulchral 

frieze  of  Satyrs  and  beasts,  and  reliefs  from  Relief  on   Chest  from  Xanthos,    noticed  by 

a  tomb  of  the  same  period,  representing  a  Layard. 

procession,   which  in  some    parts    resemble 
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which  sprang  from  her  blood.  Her  face  is  of  the  most  ancient  type — at 
the  same  time  horrible  and  ludicrous,  like  the  ogre  of  our  childish 
dreams.  The  tongue  hangs  far  out  of  her  grinning  mouth,  in  which 
formidable  teeth  and  tusks  appear ;  but  she  is  as  yet  without  her 
snakes ;  only  the  typical  row  of  small  curls,  like  *  Brussels  sprouts,' 
appear  beneath  a  kind  of  skull  cap  on  her  head.*  The  shadowy 
form  generally  called  Ath^nfi,  though  she  has  no  attributes  by  which 
she  can  be  recognised,  stands  motionless  by  the  side  of  Perseus, 
wearing  a  long  robe  bordered  by  a  maeander,  above  which  are  traces 
of  colour.  The  peculiar  and  unnatural  position  of  the  figures  is 
characteristic  of  the  most  ancient  style.  Perseus  is  represented  as 
striding  with  long  steps,  and  yet  the  soles  of  both  his  feet  rest  flat  upon 
the  ground.  The  legs  and  feet  of  both  the  hero  and  Medusa  are  in 
profile  to  suit  the  exigencies  of  the  relief '  p 

style,  while  the  faces  and  the  upper  parts 
of  the  persons  are  en  face.  Still  more 
anomalous  is  the  attitude  of  the  goddess 
Athene,  whose  whole  figure  is  represented 
en  face ^  except  the  feet,  which  are  in  pro- 
file and  give  the  impression  of  actual 
deformity.  All  three  wear  the  stereotyp- 
ed  so-called   ^  ^ginetan   smiled      Perseus 

smiles  on  the  spectator  as  he  thrusts  his  medusa  rondanini  in  municii. 
knife  into  the  throat  of  his  victim  without 

even  looking  at  her ;  Medusa  looks  equally  cheerful  ;  and  Ath^n^ 
wears  a  pleased  expression  on  her  face,  but  does  not  turn  her  head 
towards  the  horrible  scene  which  is  being  enacted  in  her  presence. 
It  is  interesting  to  compare  this  hideous  face  with  the  Medusa 
Rondaniniy  of  a  more  refined  period  (fig.  2 1 ). 

The  slaying  of  Medusa  by  Perseus  was  a  favourite  subject  in  very 
early  times,  and  was  represented  both  on  the  Chest  of  Cypselus  and 
in  works  of  Gitiadas  and  Myron.'-^  It  should  be  noticed  that  the  form 
of  Medusa's  breast,  both  in  the  Selinuntian  metope  and  other  archaic 


*  I  saw  a  small  Medusa-head  in  black  terra-       is  very  like  that  of  the  Selinuntian  metope, 
cotta,  in  the  Antiquarium  at  Munich,  which  '  See  Cesnola,  Cyprus, 
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representations,  is  not  female  but  male,  and  in  some  cases  she  is  re- 
presented with  a  beard.*  It  has  been  remarked  that  the  Medusa's  head 
in  the  metope  is  so  much  more  skilfully  executed  than  the  rest  of  the 
work  that  it  was  probably  copied  from  some  well-known  type  in  terra- 
cotta. Pausanias*  records  the  existence  of  a  Medusa's  head  in  stone 
near  the  Temple  of  Cephissus  in  Argolis,  'made  by  the  Cyclopes.' 

The  second  of  these  metopes  represents  Heracles  and  the  Cercopes 
(fig.  22) — mischievous,  apish  gnomes,  answering  to  the  goblins  of  the 
Middle  Ages— who  robbed  and  tormented  him.  The  hero  is  striding 
along  with  a  pole  across  his  shoulders,  to  the  ends  of  which  the 
troublesome  demons  are  suspended  with  their  heads  downwards,  like 
Pj^   ^2  game  taken  in  the  chase.*     The  general 

impression  made  by  the  figure  of  He- 
racles, which  is  square,  thickset,  and 
thoroughly  Dorian  in  character,  is  that 
of  rude  strength  and  determination. 
As  in  the  first  relief,  the  face  and  breast 
are  turned  towards  the  spectator,  while 
the  feet  are  in  profile,  with  the  soles  flat 
on  the  ground.  The  style  is  the  same, 
and  shows  the  same  defects  in  execu- 
tion. There  is  an  utter  want  of  pro- 
portion between  the  massive  thighs  and 
the  legs  from  the  knees  downwards  ; 
and  the  face  wears  the  same  unnaturally 

HERACLES  AND  THE  CERCOPES.  t.  r    1  ^    ^  -it 

cheertul,  not  to  say  silly,  expression,  so 
unsuitable  to  the  circumstances,  as  the  Perseus  of  the  first  metope. 

The  Cercopes,  too,  in  whom  we  observe  the  same  distorted  position 

the  legs  bending  at  right  angles  at  the  knee,  in  profile,  while  the 
face,  arms,  and  chest  are  en  faee—secm  perfectly  satisfied  with  their 
unfortunate  condition. 

Contrary  to  the  practice  of  the  earliest  schools  of  art,  in  which 


>  Paiisanias,  i.  23.  7  ;  ii.  27.  2  ;  iii.  17.  3.  kind  called  X^ici/^oj  (oil-flask),  from  GirKenti. 

Gerhard,    pr.    u    £tn,s     Trinkschalcn,   ii.  in  the  possession  of  Serradifelco,    and   on 

n.  4,  and  Vascsof  Bnt.  Mus.  No.  641.  ^         -^        -     »    __ 

"  ii.  20.  5. 

•  The  Cercopes  occur  on  a  vase  of  the 


wrr.mru,    trr.    «•  ^fr/«     I  rtftfiscnaicn,   11.       in  the  possession  of  Serradifelco,    and   on 
p.  4.  and  Vases  of  Bnt.  Mus.  No.  641.  an  amphora  in  Munich  (Benndorf,  Metopcn 

"•  20.  5.  V.  Selmunt,  p.  46,  No.  2). 
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Heracles  is  almost  invariably  bearded,  he  is  here  represented  as  a 
youth  with  the  short  hair  0/  an  athlete  His  scanty  tunic,  confined 
by  a  belt,  is  only  slightly  indicated  in  the  stone,  and  was,  no  doubt, 
more  fully  expressed  by  the  aid  of  colour.  His  girdle  and  sword- 
belt,  as  well  as  the  bonds  which  confine  the  arms  and  legs  of  the 
Cercopes,  were  also  painted  in  red ;  and  in  the  upper  part  of  the 
slab  traces  of  a  maeander  pattern  in  red  were  found. 

The  two  foregoing  Selinuntian  reliefs  are  referred  on  all  hands  to 
the  earliest  period  of  Greek  art,  either  the  end  of  the  seventh  century  B.c. 
— at  which  time  Selinus  was  founded,  and,  in  all  probability,  the  first 
temple  built — or  at  latest  the  beginning  of  the  sixth  century.  More 
doubt  is  felt  regarding  the  third  metope,  discovered  at  the  same  time. 
It  has  been  put  together  from  fifty-nine  fragments,  and  is  somewhat 
different  in  form  ;  so  that  some  writers  have  regarded  it  not  as  a 
metope,  but  as  an  avddrffia  (votive  offering).  The  subject  is  a  Quadriga 
(some  wrilers  call  it  a  Biga,  with  a  rider  on  each  side),  behind  the  horses 
of  which  stand  three  shadowy  figures  in  mezzo  rilievo^  the  centre 
figure  being  the  charioteer,  and  the  one  to  the  right  a  female,  judging 
from  the  form  of  the  bosom.  The  horses,  of  which  the  two  outer 
ones  are  somewhat  in  advance  of  the  inner,  are  in  very  high  relief, 
and  almost  detached  from  the  background,  which  makes  it  probable 
that  this  third  metope  occupied  the  centre  of  the  frieze.* 

Two  other  metopes,  also  in  Palermo,  were  discovered  by  the 
English  travellers  above  mentioned  at  Selinus,  not  in  the  temple  on  the 
Acropolis,  but  in  one  of  a  much  later  date  in  the  lower  town.  We  men- 
tion it  here,  for  the  sake  of  convenience,  in  connexion  with  the  more 
ancient  reliefs  from  the  same  place.  One  of  these,  of  which  the  lower 
half  is  well  preserved,  represents  the  contest  of  a  Goddess  {Athene}) 
with  a  Giant  {Enceladus  }),^  who  lies  prostrate  on  the  ground  before  her. 
He  stretches  out  his  right  hand  as  if  to  ward  off  her  attack,  while  his 
lofty  helmet  falls  from  his  head.  The  goddess  plants  her  foot  on  his 
thigh,  and  is  probably  brandishing  her  lance  over  her  fallen  foe. 
The  most  noteworthy  feature  of  the  group  is  the  heavy  drapery  of 


*  Benodorf,    Metopcn  v.  Selinunif   1873.       is  seen  on  a  Bacchic  amphora  from  Durand's 
See  a  cast  of  this  metope  in  the  Brit.  Mus.  Coll.  (Gerhard's  Auserks.  Vasm^  i.  p.  27). 

*  Sec  cast  in  Brit.  Mus.     The  same  tnotif 
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the  goddess,  which  is  treated  with  a  skill  worthy  of  a  period  not  later 
than  the  latter  half  of  the  sixth  century.  The  contrast  between  the 
robed  goddess  and  the  nude  giant  is  very  striking  and  effective.  The 
second  of  these  metopes,  in  which  the  upper  part  of  the  figures  is 
also  wanting,  is  very  similar  in  design,  though  of  much  superior 
execution.  In  this,  too,  the  giant  has  ceased  to  resist,  and  has  fallen 
on  one  knee,  as  if  forced  down  by  the  heavy  hand  of  the  irresistible 
Goddess.     He  is  without  the  serpent  feet  of  the  later  type  of  giants, 

Fig.  23. 


ACTiEON    AND   HIS   DOGS. 


and  wears  a  leather  coat  over  his  short  tunic,  and  perhaps  the  skin  of 
some  animal.* 

The  metopes  of  a  third  and  still  later  Temple  of  Here  on  the 
eastern  hill  of  Selinus,  not  earlier  than  the  80th  Olympiad  (460 
B.C.),  show  still  further  progress,  and  yet  maintain  the  Doric  character 
of  the  earliest  Selinuntian  reliefs.     The  subjects  are : — 

(a)  Heracles,  with  his  Hon*s  skin,  /;/   combat  with  an  Amazotty 


'  Benndorf  (.9.r/m.  Meiop.)  dates  these 415  the  Dorian  Polycleilos  to  the  Discobolos  in 

B.C.,  after  the  building  of  the  Parthenon,  and  the  Sala  della  Biga  of  the  Vatican,  supposetl 

says  that  they  stand  to  the  Parthenon  frieze  to  be  a  copy  of  a  work  of  the  Attic  Myron, 
in  the  same  relation  as  the  Doryphoros  of 
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whom  he  seizes  by  her  Phrygian  cap,  and  who  is  sinking  helplessly 
to  the  ground. 

{b)  Athene^  with  helmet  and  aegis  and  rich  conventionally  folded 
dress,  very  similar  to  that  of  the  goddess  in  the  iEginetan  group,* 
slaying  a  giant  whom  she  seizes  by  the  head,  and  who  appears  about 
to  fall. 

{c)  ActcBon  torn  to  pieces  by  his  own  dogs  (fig.  23).  According 
to  the  variation  of  the  myth  given  by  Acusilaus,*  in  which  Zeus,offended 
with  Actaeon  because  he  aspired  to  the  hand  of  Semele,  commanded 
Artemis  to  throw  a  stag's  hide  over  him,  that  he  might  be  hunted 
and  devoured  by  his  own  pack  of  hounds.  The  relief,  which  is  very 
indistinct,  is  supposed  to  represent  him  in  this  disguise.^  Artemis 
wears  a  cap,  and  Actaeon  has  his  sword. 

{d)  A  man,  or  God,  seated  on  a  throne,  holding  by  the  hand  a 
richly  robed  woman  or  goddess,  who  is  lifting  the  veil  from  her  face. 
We  have  here  the  meeting  between  Zeus  and  Hera  on  Mount  Ida, 
described  in  the  Iliad.*  In  these  later,  as  in  the  older,  Selinuntian 
metopes,  the  material  is  tufaceous  limestone ;  but  the  faces,  hands, 
and  feet  of  the  female  figures  are  of  white  marble,  after  the  manner 
of  the  acrolith. 

The  style  of  these  later  reliefs,  as  we  have  said,  shows  an  extraor- 
dinary advance  in  the  knowledge  of  the  proportions  of  the  human  form, 
and,  in  spite  of  their  archaic  character—  manifested  especially  in  the 
arrangement  of  the  hair  and  in  the  conventional  folds  of  the  dress — 
they  are  full  of  the  purest  Greek  feeling.  Nor  is  this  surprising  if, 
as  is  generally  agreed,  these  works  belong  to  01.  80  (460  B.C.), 
close  upon  the  age  of  Pheidias,  and  the  most  glorious  period  of 
Attic  art.  That  the  works  we  have  been  considering  should  be 
inferior  to  those  of  the  same  period  in  Athens  is  not  to  be  wondered 
at,  when  we  remember  that  they  were  executed  in  a  Dorian  colony, 
remote  from  the  mother  country,  to  which  Attic  influences  could  have 
but  little  access,  and  that  the  traditional  type  which  we  have  observed 
in  the  metopes  of  the  older  temples  is  to  a  very  great  extent,  and  no 
doubt  purposely,  retained  in  those  of  a  later  origin. 

*  Vide  in/ray  p.  124.  •  Benndorf,  Selin,  Metop, 

*  Apud  Apollodor.  iii.  4.  4.    Conf.  Pausan.  ix.  23.  *  xiv.  315. 
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CHAPTER  VII. 

EXTANT   WORKS  OF  ARCHAIC  ART 

(continued). 

Pedimental  Group  of  the  Treasury  of  the 
Megarians  of  Olympia. 

It  was  the  custom  of  the  different  Hellenic  states  to  build  *  treasuries ' 
at  Olympia,  in  which  the  property  belonging  to  the  community  at 
large  or  to  individual  members  of  it  was  preserved.  These  treasuries 
were  in  the  form  of  small  temples  /;/  antis}  The  more  ambitious 
of  them  were  ornamented  with  statuary,  and  the  pedimental  group  of 
the  treasury  of  the  Megarians  has  lately  been  discovered  by  the  German 
excavators,  and  must  be  regarded  as  one  of  the  very  oldest  works  of 
art  of  this  nature  which  has  come  down  to  us.*  It  consisted  of  twelve 
figures,  and  represented  a  Gigantomackia.  The  centre  of  the  airos,  or 
pediment,  was  occupied  by  Zeus  and  a  wounded  Giant,  who  has  sunk  on 
one  knee.  The  giants  are  here  in  full  armour  after  the  manner  of  an- 
cient art.  To  the  right  of  these  was  Heracles  and  another  giant  who  lies 
prostrate  on  the  ground  ; '  then  Ares,  who  has  also  a  giant  before  him, 
and  in  the  corner  di fallen gianty  whose  helmet  fills  up  the  extreme  angle. 
On  the  left  side,  in  strict  parallelism  with  the  right,  are  first  y4///^w/(?) 
and  her  foe,  and  then  Poseidon  and  a  fallen  Giant,  From  the  left 
comer  a  Sea  monster  is  coming  to  the  help  of  the  Ocean  God.  Of 
these  twelve  figures  nine  have  been  found  in  tolerable  preservation. 


'  The  an/ie  are  the  pilasters  which  form      Conf.    Ausgrabungen  in  Olympia,   Bd.    iv. 
the  facing  of  the  extended  cella  walls.  Taf.  i8,  19. 

»  Treu,    Bericht  aus    Olympia,    No.    39.  »  Ibid.  Taf.  20  b, 
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and  suffice  to  show  that  the  group  belongs  to  the  infancy  of  art,  and 
probably  proceeds  from  the  school  of  Dipcenus  and  Scyllis,  and  may 
be  dated  about  the  sixth  century  B.C.' 

Reliefs  of  a  St^l^  (Pillar)  at  Sparta,  called 
'The  Amphiaraus  St^il^/^ 

(Fig.  24.) 

Of  the  same  Doric  character  are  the  reliefs  on  a  pillar  lately  dis- 
covered in  the  house  of  Demetrius  Minusakis  at  Sparta,     This  stele 

Fig.  24. 


THE  AMPHIARAUS  ST£l£. 


-which  somewhat  resembles  the   old  milestone  of  our  high  roads 
-stands  on  a  plinth,  and  is  about  2  ft.  6  in.  high,  and  i  ft.  8  in.  by 


*  Treu,  Bericht,  No.  41.  Afon.  d.  L  x.     Taf.  iv.  v.     Zweitcs  Stfcifen 

*  Conf.  Vase  of  Caere^  publ.  by  Roberts,       links. 
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I  ft.  at  the  base.  It  has,  therefore,  two  broader  and  two  narrower 
sides.  On  both  the  former  we  find  the  broad,  thickset  figures  of 
a  man  and  a  woman,  with  very  slight  variations  of  attitude  or 
action.  We  are  led  to  suppose  that  the  personages  in  the  two 
reliefs  are  the  same,  represented  on  two  different  occasions  ;  but 
the  action  in  one  of  them  is  rendered  uncertain  by  the  mutilation 
of  the  hands.  In  the  better  preserved  of  the  two  the  man  is  passing 
his  left  arm  round  the  woman's  neck,  and  thrusting  his  sword  into 
her  throat  with  his  right  hand  ;  while  the  woman  lays  one  hand 
on  the  weapon,  and  holds  up  the  other  as  if  in  supplication.  We 
naturally  think  of  Orestes  and  Clytemttestra ;  but  what  scene  in 
their  joint  lives  can  be  represented  on  the  other  side,  in  which  the 
figures  are  almost  identical,  and  the  action  apparently  peaceable  ;  and 
in  which  both  are  taking  hold  of  some  object  like  a  sickle  {necklace  ?),  the 
exact  nature  of  which  it  is  impossible  to  define  ?  Some  archaeologists, 
therefore,  incline  to  the  opinion  that  the  reliefs  represent,  not  the 
matricide  of  Orestes,  but  the  perfidy  of  Eriphyle,  In  the  first  scene 
she  is  receiving  the  treacherous  caresses  of  Polynices  and  the  famous 
necklace  of  Harmonia,  the  price  of  the  blood  of  her  husband,  Amphia- 
raus  ;  *  and  in  the  second  (fig.  24)  undergoing  the  penalty  of  her  crime 
at  the  hands  of  her  own  son  Alcmaeon,*  who  acted  in  obedience  to  the 
instructions  of  his  father  and  the  Delphic  Oracle.  On  each  of  the  two 
narrower  sides  is  (i  serpent  rising  in  folds,  which,  according  to  those 
who  refer  the  monujnent  to  Eriphyle,  is  intended  to  represent  the 
avenging  Furies,  by  whom  the  traitress  was  overtaken. 

There  is  much  jn  these  reliefs  analogous  to  those  of  the  Selinun- 
tian  metopes — the  same  short,  thickset  figures,  the  same  heavy, 
clumsy  thighs,  out  of  all  proportion  to  the  rest  of  the  body,  the  same 
stride  of  the  legs,  while  the  soles  of  both  feet  rest  flat  on  the  ground, 
the  same  quiet  stolid  impassiveness  in  the  midst  of  slaughter.  The 
chief  difference  between  the  reliefs  of  the  two  sides  of  the  stele  is  in 
the  arrangement  of  the  hair,  and  in  the  dress  of  the  women  ;  the  one 
in  the  murderous  scene  being  heavily  draped,  while  the  other  is 
lightly  clothed,  if  at  all,  above  the  waist. 


*  Horn.  Od.  XV.  247,  'AAA' 6\fr'  iy  ^0ri<nyvyal»y  ttvfKa  hApvv.         «  ApoUodor.  iii.  7.  2. 
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Relief  of  '  Dionysos  and  Semele  (?)/ 

(Fig.  25.) 

This  very  singular  and  interesting  relief,  lately  discovered  near 
Chrysapha,  a  village  about  nine  miles  from  Sparta,  is  supposed  to  re- 
present Dionysos  and  Semele}     The  style  is  in  the  highest  degree 
archaic,  both  in  its  general  effect  and  in  all  the  minor  details.     The 
Fig.  25.  Fig.  26. 


RELIEFS   FROM   SPARTA. 


hair  is  arranged  under  a  naiTow  tcenia  in  the  typical  corkscrew  curls 
and  in  long  braided  tresses,  suitable  to  deities,  over  back  and  breast. 
The  ears  are  high  up  and  projecting,  and  the  eyes,  even  in  profile,  are 
seen  in  their  whole  length,  as  if  laid  on  to  the  surface  of  the  face.  The 
feet  are  nude,  with  the  exception  of  the  sandal  straps.  The  God, 
whose  face  is  turned  full  towards  the  spectator  (fig.  26),  holds  a  can- 
tharus  in  his  right  hand,  which  is  the  chief,  but  hardly  decisive,  reason 
for  calling  him  Dionysus.  Only  one  leg  of  each  figure  is  visible,  and 
of  the  goddess  little  is  seen  but  her  face,  which  is  in  profile.    Although 


*  Or  Ariadne^  Conze,  in  Ann.  d,  Inst.  1870,  p.  280. 
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her  forehead  and  nose  form  a  straight  line,  the  latter  projects  too 
much  for  the  later  Greek  ideal.  With  her  left  hand  she  is  lifting  a 
veil,  and  in  her  right,  which  is  seen  above  the  knees  of  the  god,  she 
holds  the  emblematic  pomegranate,  given  by  the  bridegroom  to  the 
bride  on  entering  the  thalamos  (bed-chamber).  Under  the  cantharus 
are  two  worshippers,  male  and  female,  the  former  bearing  a  cock  in 
his  right  hand,  and  a  cake  or  ^^ig  in  the  left ;  and  the  latter  a  lotus 
flower  or  pomegranate.  Behind  the  throne  is  a  snake  partly  covered 
with  scales,  with  a  crest  on  the  end  of  his  nose  and  a  long  beard. 

Other   reliefs,*    almost   identical   in  motif?  but   somewhat   more 
advanced  in  style,  have  been  found  in  Sparta  and  its  neighbourhood. 

Relief  of  Youth  feeding  Serpent. 

(Fig.  27.) 

Of  the  same  character  and  period,  from  the  same  neighbourhood, 
Fig.  27.  are  two  other  sepulchal  reliefs, 

or  avaO^fuiTaf  of  a  Youth  feeding 
a  Snake,  and  a  Girl  holding  up 
a  Flower.  Th^  former,  which 
bears  an  inscription,  is  holding 
out  a  round  object,  probably  a 
cake,  with  four  jags  on  the  side, 
which  the  snake  is  eating.  In 
all  these  works,  which  deserve  a 
more  searching  analysis  than  our 
narrow  limits  will  allow,  we  find 
the  same  flat,  geometrical  surfaces, 

RELIEF   FROM   SPARTA.  *^  ' 

forming  sharp  edges  where  they 
meet,  the  same  clearness  of  outline,  and '  the  same  parallel,  oblique 
lines  indicating  the  dress.  The  entire  technique  is  rather  that  of  the 
wood- carver  than  the  sculptor  in  stone.  But  with  all  their  stiff"ness  and 
angularity,  they  show  considerable  skill,  and  even  elegance,  and  they 


*  Vide  Conze,  lac,  cit,  rowed  from  the  language  of  music,  in  wliich 

'  Motif  (concetto,    design),  a  word  bor-       it  means  la  phrase  du  chani. 
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are  entirely  free  from  the  clumsy  disproportion  of  the  Amphiaraus* 
stele,  and  the  oldest  metopes  of  Selinus.  The  fact  that  we  have 
several  replicas  of  the  *  Dionysos  and  Semele*  relief  is  an  almost  certain 
indication  that  they  are  more  or  less  faithful  copies  of  an  old 
original  in  wood,  of  the  50th  or  60th  Ol.  (B.C.  580-540),  in  which 
material  nearly  all  the  great  Spartan  artists — Hegylos,  Theocles, 
Dontas,  and  Dorykleidas,  Smilis,  Scyllis,  and  Dipoenus — almost  ex- 
clusively worked.  They  are  all  sepulchral  stela,  intended  as  avaOrffuiTa 
to  the  deities  of  life  and  death,  and  remind  us  of  the  famous  Harpy 
Monument^  with  which  they  have  much  in  common,  as  the  peaked 
shoe,  the  worshippers,  the  cock,  pomegranate,  &c.  The  presence  of  the 
serpent  is  a  sure  indication  of  the  sepulchral  character  of  these  works, 
as  in  the  whole  of  archaic  art  this  animal  appears  as  the  attendant  of  the 
Chthonic  {of  the  netfier  world)  deities  and  constant  guardian  of  the 
grave.  For  this  and  other  reasons,  the  opinion  of  some  writers  that, 
in  spite  of  the  kantharos,  the  enthroned  pair  represent  not  Dionysos 
and  Semele  (Ariadne),  but  Hades  and  Persep/wney  with  whose  cult 
the  snake  and  cock  have  a  special  connexion,  is  not  without 
plausibility  and  weight.* 

Colossal  Statues  from   the  Via  Sacra  of 
Apollo  at  Didyma. 

(Fig.  28.) 

Among  the  most  interesting  specimens  of  old  Ionic  art  are  tett 
colossal  seated  figures  in  the  British  Museum,  which  were  brought  from 
the  Sacred  Road  leading  from  the  sea-shore  to  the  renowned  Temple  of 
Apollo  at  Didyma  (or  Branchidae)  in  the  territory  of  Miletus.  This 
sanctuary,  which  contained  an  image  of  the  god  by  Canachus, 
was  founded  by  Brancus^  Apollo's  son,  and  presided  over  by  his 
descendants,  the  Branchidce.^Aio  formed  an  hereditary  priesthood.  The 
figures  are  of  different  sizes,  and  two  of  them  are  female,  and  they 
probably  represent  not  divinities,  but  priests  and  priestesses  in  charge 


*  Milchhofer,  MUtheilungen  </.  deutschen  Imt,  in  At/un,  1877,  p.  303. 
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of  the  famous  oracle  of  the  Milesian  Apollo,  presided  over  by  the  Bran- 
chidae,  to  which  both  lonians  and  iEolians  resorted.*  A  lion  and  a 
sphinx  were  discovered  on  the  same  site,  and  are  also  in  the  British 
Museum.  The  general  effect  of  these  stiff  symmetrical  figures  is  what 
we  call  Egyptian,  and  they  were  ranged,  after  the  manner  of  Egj-ptian 
sphinxes,  on  either  side  of  the  approach  to  the  temple,  along  which 
the  religious  processions  marched.  Judging  from  the  inscription — 
''Chares^  son  of  Klesis^^—on  the  best  executed  of  them,  they  are  in- 
tended to  represent  actual  persons,  although  it  is  difficult  to  discover 

Fig.  28. 


STATUKS   FROM    BRANCHID/F,    NEAR    MILETl'S. 

anything  like  a  portrait  in  the  broad,  round  face  and  stereotyped 
smile  of  the  only  remaining  head.  Their  main  characteristic  consists 
in  the  massive  heaviness  and  effeminate  fulness  of  the  proportions, 
especially  about  the  breast,  which  is  essentially  Asiatic ;  and  in  their 
ponderous  immobility  they  are  evidently  intended  to  produce  an 
architectural  rather  than  a  glyptic  effect  The  hair  Is  divided  into 
waving  locks,  which  flow  down  the  back  ;  and  the  fingers,  toes, 
and  ears  are  correctly  indicated,  though  without  much  detail,  which 


*  Herod,  i.  157.  phedcriy  i.e.  running  alternately  from  right  to 

'  The  entire  inscription  runs :  Xc(pi}s  cI/a2  left  and  from  left  to  right.     Teichiousa  is 

h    KXdffios    Tftxo^<nii    i-px6iy    AyaXfia    rod  mentioned  by  Thucydides,  viii.  26,  28.  Vide 

^AjrdWuyo*,  *l   am    Chares,   son  of  Clesis,  Newton,  //a/icantassus,  &c,,  vol.  ii.  part  2, 

ruler  of  Teichiousa,  an  offering  to  Apollo.'  Appendix  III. 

It  is  written  in  the  manner  called  Boustro' 
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was  perhaps  supplied  by  colour.  The  dress  consists  of  a  lower  gar- 
ment— the  talaric  chiton — which  flows  in  parallel  lines  to  the  feet, 
and  a  wide  mantle  drawn  tightly  round  the  figure.  Mr.  Newton,  the 
fortunate  discoverer  of  these  remains,  which  he  brought  from 
Branchidae  to  England,  says  that  they  resemble  Egyptian  statues 
in  the  breadth  of  the  shoulders  and  the  modelling  of  the  limbs, 
in  which  the  form  of  the  bones  and  muscles  is  indicated  with 
greater  judgment  and  refinement  than  appears  at  first  sight.  He  thinks 
that  they  may  be  the  work  of  an  artist  who  had  studied  in  Egypt.* 
Professor  Brunn^  is  inclined  to  regard  them  as  the  product  of  an  in- 
dependent school  of  art  existing  in  Asia  Minor  side  by  side  with  the 
iEginetan  and  Sicilian  schools.  The  date  assigned  to  them  by  different 
writers  varies  from  01.  50  to  Ol.  60  (580-540  B.C.)  ;  the  weight  of 
evidence  seems  to  us  to  decide  for  the  latest  year. 

Seated  Figure  from  Arcadia. 

Those  who  have  visited  the  museum  on  the  Acropolis  at  Athens 
during  the  last  few  years  will  have  noticed  a  seated  female  (J)  figure  from 
Arcadia  strongly  resembling  the  Milesian  statues  described  above.^ 
Like  these  it  has  perfectly  flat  rectangular  surfaces,  but  it  has  less 
fulness  and  Oriental  softness,  and  has  an  even  more  archaic  and 
primitive  air.  It  bears  the  inscription  Arfsato  in  very  early  charac- 
ters, running  from  right  to  left.  There  is  a  similar  figure  in  Sparta 
with  the  word  AiSrjs  across  the  top. 

Relief  of  Samothrace. 

Of  a  much  later  date  than  the  Selinuntian  metopes — probably 
about  5CXD  B.C. — is  ^  bas-relief  of  a  very  different  character,  discovered 
in  1790  in  the  Island  of  Samothrace,  and  now  fixed  into  a  wall  of  the 
Museum  in  the  Louvre  (fig.  29).     It  forms  the  ornament  of  a  slab  of 


»  Newton,  oj^.  cit,  ii.  p.  550.  in  Ber,  d,  kirn,  baicn  Acad.  Juli,  1870. 

'  Brunn,   *  J/arpyun-man.  I'on  Xanihus^  *  Ephcmcris  ArcJueoL  1862- 1874. 
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marble  which,  with  sh'ght  reason,  is  supposed  to  be  the  arm  of  an  official 
chair.  It  contains  three  figures,  inscribed  respectively  with  the  names  of 
Agamemnon^  Talthybios^  and  Epeios,  of  whom  the  first  is  seated,  while 
the  two  last  stand  reverentially  behind  him,  as  if  in  attendance  at 
some  solemn  conference  of  the  Greeks  at  Troy.  The  frame  on  the 
right  of  the  slab,  which  is  very  much  broken  away,  was  originally 
formed  of  the  scaly  neck  and  open  jaws  of  a  horned  monster ;  the 
upper  border  is  ornamented  with  flowers  and  palm  leaves,  and  the 

Fig.  29. 


RELIEF   OF  SAMOTHRACE. 


lower   one   with   a   simple   plait   common   to   Oriental,  Greek,  and 
Etruscan  works  of  art. 

In  striking  contrast  to  those  of  the  foregoing  Dorian  reliefs,  the 
figures  are  extremely  slight  and  elegant  in  their  proportions,  approach- 
ing very  closely  to  the  types  on  the  earliest  painted  vases,  which  our 
relief  also  resembles  in  the  waving  lines  of  the  inscriptions.  This  re- 
lief is  executed  in  the  most  primitive  style,  and  is  so  low  that  it  is  im- 
possible to  distinguish  the  right  legs  of  the  two  attendants  from  the 
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left.'  Both  design  and  execution  of  the  Samothracian  relief  are 
essentially  decorative,  and  it  has  little  affinity  with  the  most  ancient 
even  of  Attic  reliefs.  The  lower  half  of  Agamemnon's  form  is  broken 
away,  so  that  we  cannot  see  his  arm.  Talthybius  carries  the  herald's 
icqpvKHov  (caduceus)  in  his  hand  ;  the  object  which  Epeius  bore  must 
have  been  expressed  by  colour.  The  hair  in  all  three  figures  is 
very  similar  to  that  of  the  Apollo  of  Tenea — Agamemnon's  being  the 
longest,  as  a  mark  of  his  royal  dignity.  The  inscriptions  in  the  old 
Ionian  alphabet  are  written,  according  to  the  manner  of  primitive  art 
in  waving  lines,  with  which  the  artist  filled  up  the  gaps  in  the  com- 
position. 


Archaic  Hfenfe  in  the  Villa  Ludovisi  at  Rome. 

Among  the  very  earliest  specimens  of  marble  sculpture  which 
have  come  down  to  us  is  a  colossal  bust  of  Heri  in  the  Villa  Ludovisi, 
which  evidently  belonged  to  a  statue.^  It  was  no  doubt  a  temple- 
image,  and  represents  the  transition  from  the  wooden  idol  to  the 
statue  proper,  the  goddess  wears  a  remarkably  broad  band  round 
her  head,  below  which  are  the  well-known  corkscrew  curls  ;  and  long 
straight  hair  flows  down  her  back.  In  the  ears  are  holes  in  which 
ringlets  of  gold  or  bronze  were  fastened,  and  she  probably  wore  a 
diadem  of  metal.  Both  band  and  hair  were  left  unfinished,  and  re- 
quired the  aid  of  the  painter  to  complete  them. 

In  looking  back  on  the  period  of  which  we  have  been  speaking — from 
about  620  B.C  to  500  B.C. — we  see  in  it  the  commencement  of  almost  all 
the  branches  of  plastic  art :  of  statuary  in  bronze  and  marble,  of  reliefs 
in  marble  and  other  stone,  and  even  of  chryselephantine  sculpture,  which 
Pheidias  afterwards  carried  to  the  height  of  perfection.  The  subjects  are 
still  mythical,  and  the  figures  represented  are  almost  exclusively  those  of 


*  Friederichs,  Baust,  p.  19.  an  ancient  town,  east  of  Cape  Greco  in  Cy- 

'  W elcVtXf  A lU  Denkm.x,  ^Tp.    A  similar      prus  (Ce»nola,  Cyprus,  p.  190  fol.). 
bead  was  found  by  Cesnola  in  the  ruins  of 
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Gods  ;  but  the  practice  of  setting  up  the  statues  of  victors  in  the  games, 
which  had  such  a  mighty  influence  on  the  development  of  Greek  art, 
has  already  commenced  in  this  period,  and  even  portrait  statues  are 
not  altogether  unknown.  In  the  celebrated  conversation  between 
Croesus  and  Solon,  Herodotus  relates  that  Solon  reckons  among  the 
claims  of  Cleobis  and  Biton  to  rank  as  the  happiest  of  men,  the 
fact  that  the  Argives  offered  images  (tUovai)  of  them  at  Delphi  as 
apuTTOL  avhp&v^  about  Ol.  49  (580  B.c).  We  also  find  mention  of 
statues  of  three  victors  in  the  games  during  this  period,  two  in  wood, 
of  Praxidamas,  the  boxer  of  ^gina  (Ol.  59),  and  of  Rhexibios  of 
Opus  (01.  61),  and  one  in  stone  of  Arrachion  (01.  54),  of  which  we 
have  already  spoken  in  connexion  with  the  Apollo  of  Tenea.' 


Pausan.  viii.  40.  I. 


Digitized  by 


Google 


SCHOOLS  OF  ART  IN  GREECE,  8i 


SECOND   PERIOD. 

FROM  OL.  70,  B.C.  500,  TO  THE  BEGINNING  OF 
THE  CAREER  OF  PERICLES,  OL.  80,  b,c  460. 

CHAPTER   VIII. 
SCHOOLS   OF  ^GINA,  SICYON,  AND  ARGOS, 

We  have  seen  reason  to  believe  that  the  art  of  sculpture  arose  inde- 
pendently in  several  parts  of  Greece,  and  was  not,  as  is  sometimes 
supposed,  diffused  fr9m  a  common  source.  The  plastic  art  was 
exercised  in  all  the  more  important  centres  of  Greek  life,  both  in  the 
mother  country  and  in  the  colonies,  and  especially  in  the  islands  of 
the  iEgean.  Local  influences,  no  doubt,  made  themselves  more  or 
less  felt  in  every  place,  but  the  most  sharply  defined  schools  arc 
those  of  iEgina,  Argos,  Sicyon,  and  Athens,  the  last  of  which  entered 
late  into  the  race,  but  soon  outstripped  all  rivals.  The  period  on 
which  we  are  now  entering  is  one  of  strenuous  effort  after  individuality 
and  free  development,  and  is  distinguished  not  so  much  by  the 
attainment  of  the  highest  ideal  as  the  settlement  of  the  perma- 
nent type. 

In  our  endeavour  to  form  an  idea  of  the  style  of  the  prominent 
artists  of  this  era,  we  receive  but  little  aid  from  ancient  literature. 
The  criticisms  of  Quintilian,  Cicero,  and  Lucian  do  not  enter  into 
the  details  which   we   long  to   know,   and  we  are  left  to  draw  our 
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inferences  almost  solely  from  the  few  plastic  works  from  this  period 
which  have  escaped  the  ravages  of  time. 

It  is  worthy  of  notice  that  bronze  now  becomes  the  principal 
material  for  the  display  of  the  sculptor's  art.  Among  ^Eginetan 
works  we  only  read  of  one  xoanon,  by  Gallon  ;  and  only  of  one 
xoanon  and  one  chryselephantine  statue  in  Sicyon.  It  is  true  that 
the  celebrated  pedimental  group  from  the  Temple  of  Athene  at 
iEgina,  now  in  Munich,  is  of  marble,  but  this  is  fully  accounted  for 
by  its  architectural  character.  In  Athens  all  materials — wood,  mar- 
ble, gold,  and  ivory  and  bronze — were  used  by  the  sculptor. 


ARTISTS  OF  THIS  PERIOD  IN  DIFFERENT  PARTS 
OF  GREECE, 

Greek  and  Roman  writers  recognise  a  very  distinct  style  as 
characteristic  of  the  iEginetan  school,  which  they  are  accustomed  to 
contrast  with  that  of  Athens  and  of  Egypt ;  *  but  they  do  little 
to  make  us  acquainted  with  its  peculiar  features.  We  have  already 
spoken  of  an  artist  of  iEgina,  Smi/is,  who  is  regarded  by  some 
archaeologists  as  a  merely  mythical  personage  ;  but  we  are  not  able  to 
trace  any  connexion  between  him  and  the  .^Eginetan  artists  of  a  later 
period.  There  can,  however,  be  little  doubt  that  a  school  continued 
to  exist  during  the  blank  which  the  history  of  art  presents  to  us 
between  Smilis  and  the  pride  of  ^Egina, 

GALLON.  Gallon  was  born,  according  to  Brunn  ^  (whose  chro- 
nology we  have  adopted),  in  01. 64.  i  (524  B.C.),  and  was  sixty-two  years 
of  age  in  Ol.  79.  3  (462  B.C.),  the  date  of  the  end  of  the  Messenian  wars. 
He  was  therefore  an  older  contemporary  of  Pheidias  himself,  whom  he 

*  Pausan.  i.   42.  5  ;  vii.  55;  viii.  $3.  11  ;  x.  17.  12.  *  Brunn,  A'.-C,  p.  S^, 
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preceded  by  only  a  quarter  of  a  century.'  Gallon  was  a  pupil  of 
Tectaeus  and  Angelion,  the  early  workers  in  bronze,  who  again  had 
learned  their  art  from  the  Cretan  Daedalids,  Dipcenus  and  Scyllis.*  He 
made  one  of  the  three  Tripods  at  Amyclae,  under  which  was  an  image 
{a^dXyLo)  of  Cora  (Proserpine);  also  a  xoanon  of  Athene  for  the 
temple  of  that  goddess  on  the  Acropolis  of  Troezen,  where  she  was 
worshipped  under  the  name  of  Athene  ^Oivia^  (the  strong).  Quintilian 
speaks  of  his  works,  and  says  that  they  were  rather  stiflF  {duriora),  and 
like  those  of  the  Etruscans.  We  know  absolutely  nothing  of  the  few 
works  referred  to  by  ancient  writers,  and  the  mere  name  of  Gallon 
would  be  of  little  importance  to  the  history  of  art,  were  it  not  that  he 
is  put  forward  by  Quintilian  as  the  representative  of  the  hard, 
rude,  stiff  style — which  we  may  call  ^Eginetan — in  comparison  with 
Calamis.' 

GLAUCIAS.  The  next  name  of  any  note  in  the  school  of  ^Egina 
is  that  of  Glaucias,  01.  73-75  (B.C.  433-480),  who  executed  statues 
in  bronze — as  offerings  at  Olympia — of  Philon^  the  boxer  of  Cor- 
cyra,*  Theageties,  the  Thasian,*  and  Glaucus^  the  Carystian,  also  a 
boxer,  whom  he  represented  in  the  attitude  of  sparring  {aKtafiaxovv- 
Tos)?  He  also  made  a  statue  of  Gelon,  the  tjrant  of  Syracuse,  and 
a  copy  of  the  chariot  in  which  he  conquered  in  the  fourth  year  of  the 
73rd  01. 

ANAXAGORAS,  01.  75  (B.C.  430),  of  the  same  school,  was 
employed  by  the  Greeks,  after  the  victory  at  Plataeae,  01.  75-  2  (B.C. 
479),  to  execute  a  colossal  statue  of  Zeus^  as  an  offering  in  Olympia, 
for  the  cost  of  which  a  tithe  of  the  booty  was  set  apart.^ 

SIMON,  01.  77  (B.C.  472).  On  the  south  side  of  the  Altis  at 
Olympia  Pausanias*  saw  statues  of  two  horses  and  two  grooms  (or 
charioteers  }\  and  says  that  one  of  the  animals  and  one  of  the  men 

*  The  date  of  Callon  is  r  subject  of  much      et  Tuscanicis  proxima  Callon  atque  Hegesias 
uncertainty  and   controversy  (Pausan.    vii.       (fecerunt)  jam  minus  rigida  Calamis.' 

18.  10.     Plin.  N,  H.  xxxiv.  49).  *  Pausan.  vi.  9.  9. 

'  Pausan.  ii.  32.  5.  *  Ibid.  vi.  11.  2,  •  Ibid.  vi.  lO.  3, 

•  QuintiL  Inst.  OraL  xii.  10,  7:  *Duriora  '  Ibid.  v.  23.  I.  •  Ibid.  v.  28.  I. 
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were  made  by  the  ^Eginetan  Simon,  of  whom  Pliny  *  also  speaks  as 
the  sculptor  of  an  archer  and  a  dog, 

PTOLICHUS,  01.  78  (B.C.  268),  son  and  pupil  of  Simon,  made  a 
statue  of  his  countryman,  Theognetus^  the  boy- wrestler.* 

But  by  far  the  most  important  and  interesting  sculptor  of  the 
iEginetan  school  is 

ON  AT  AS,'  son  of  an  unknown  father,  Micon,  who  flourished, 
according  to  Brunn,  from  01.  70-80  (500-460  B.C.).*  Onatas,  like  his 
greater  successor,  Pheidias,  was  also  a  painter.*  Our  knowledge  of 
this  celebrated  artist  is  drawn,  with  the  exception  of  a  single  epigram,® 
exclusively  from  Pausanias,  who  says  of  him,  that  although  his  works 
were  in  the  .^Eginetan  style,  he  ranked  him  no  lower  than  any  of  the 
Daedalids  and  the  disciples  of  the  Attic  school^  {ip^a<TT7jpiov  rov 
^Attikov).  He  also  speaks  of  a  bronze  Apollo  by  his  hand  as  a  Oavfia 
iv  Toh  fuiKi<rra,  on  account  of  its  size  and  execution,®  in  which  the 
god  was  represented  as  a  beautiful  youth  just  ripening  to  manhood.^ 
His  celebrity  is  still  further  attested  by  his  being  employed  to 
execute  the  statue  of  Hiero,  Tyrant  of  Syracuse,  with  the  chariot  in 
which  he  had  conquered  at  Olympia. 

Among  his  principal  works  was  a  group,  in  the  treasury  of  the 
Achaeans  in  Olympia,  representing  the  Grecian  Heroes  before  Troy 
casting  lots  for  the  perilous  honour  of  meeting  Hector  in  single 
combat.  '  They  stood  near  the  great  temple  armed  with  spears  and 
shields,*  *®  but  otherwise  nude.  The  competing  heroes  were  origi- 
nally nine  in  number,  but  the  statue  of  Ulysses  had  been  carried 
off  to  Rome  by  Nero  before  the  time  of  Pausanias.  In  front  of  the 
warriors  stood  Nestor,  *on  a  separate  pedestal,'  employed  in  col- 
lecting the  lots.  The  statue  of  Agamemnon  alone  bore  an  inscription, 
which  was  written  from  right  to  left.     The  shield  of  Idomeneus,  who 


'  N.  //.  xxxiv.  90.        «  Pausan.  vi.  9.  I.  *  O.  Muller,  Arch,  d,  Kunsty  sec.  135. 

»  Ibid.  viii.  42.  7,  8  ;  v.  25.  8  ;   25.    12 ;  •  Anthol.  Gnec,  ii.  14.  30.   PalcU.  ix.  238. 

27,  8  ;  X.  13.  10.  »  Pausan.  v.  25.  12.          »  viii.  42.  7. 

*  O.   Miiller  dates  him  OI.  78-83  (468-  •  O.  MuUer,  Arch,  d.  Kunst,  sec.  359. 

448  B.C.),  and  Overbeck  01.  65-75  (520-  »•  Pausan.   v.  25.  8.     Conf.  Horn.  Iliad, 

480  B.C.).  vii.  175. 
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was  descended  from  the  Sun-god  through  his  grandmother  Pasiphae, 
had  on  it  the  device  of  a  cock,  the  sacred  bird  and  herald  of 
Helios.  On  this  shield,  too,  is  the  inscription  which  attributes  the 
work  to  Onatas : 

TfoKKa  fi€V   aK\a  aoKJ^ov  Troifjfiara  Koi  t6^'  *0vara 
fpyoPf  tv  AiytPff  ytlvaro  rraida  MIk^v  • 

but  we  are  left  in  some  doubt  whether  this  artist  executed  the  whole 
group  or  only  this  one  statue. 

Another  work  of  Onatas,  which  agrees  in  composition  with  the 
pedimental  group  of  ^Egina  at  Munich,  was  set  up  by  the  Tarentines 
in  honour  of  their  victory  over  the  Peucetians.*  The  lapygian  king, 
Ofiis,  the  ally  of  the  Feucetians,  has  fallen  to  the  ground,  and  near 
him  are  the  hero  Taras^  and  the  Lacedaemonian  Phalanthus^  and 
the  dolphin,  by  which  the  latter  was  carried  safely  to  shore  after  being 
shipwrecked  in  the  Crisaean  gulf.* 

A  statue  of  Hermes,  dedicated  at  Olympia  by  the  Arcadians,  clad 
in  a  leather  helmet  {icvvr\),  chiton,  and  chlamys,  and  bearing  a  rain 
under  his  arm,  was  the  joint  work  of  Onatas  and  his  *  pupil  or  son  * 
Calliteles.  Onatas  also  made  a  bronze  statue  of  Heracles,  ten  cubits 
in  height,  and  armed  with  bow  and  club,  which  was  dedicated  at 
Olympia  by  the  Thasian  Phoenicians  *  when  they  came,  under  Thasos, 
son  of  Agenor,  from  Phoenicia,  in  search  of  Europa.'  * 

But  the  most  remarkable  of  his  works  was  the  bronze  figure  of 
*  the  black  Dimitir ' — so  called  from  the  colour  of  her  dress — which 
was  consecrated  by  the  Phigaleians  in  a  cavern  of  Mount  Elaeus,  about 
thirty  stadia  from  Phigaleia  (in  the  S.E.  comer  of  Elis).  The  original 
image  was  a  wooden  xoanon,  sitting  on  a  rock,  in  all  respects  like  a  wo- 
man except  the  head,  which  was  that  of  a  horse  with  a  mane,  and  from 
which  grew  the  forms  of  a  dragon  and  other  wild  beasts.  The  goddess 
was  clothed  in  a  long  chiton,  which  covered  her  feet,  and  held  a  dolphin 
in  one  hand  and  a  dove  in  the  other.*  This  wooden  idol  was 
destroyed  in  some  unrecorded   manner,   and   as  it   was  not   imme- 


*  Pausan.  x.  13.  10.         •  Pausan.  v.  25.  12.     Conf.  Ilerod.   ii.  44  and  v.  47. 

*  Ibid.  V.  27.  8.  *  Pausan.  viii.  42.  4. 
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diately  replaced,  the  usual  consequence,  a  famine,  ensued.  The 
Phigaleians  consulted  the  oracle,  and,  according  to  the  directions  of 
the  Pythia,  paid  greater  honours  than  ever  before  to  the  angry 
Goddess,  and  engaged  Onatas  to  make  them  a  new  temple-image. 
The  artist  had  the  aid  of  a  picture>  or  model  of  the  ancient  xoanon, 
but  he  was  chiefly  guided  in  his  work  *  by  a  vision,'  which  is  generally 
understood  to  mean  that  he  adroitly  freed  himself  from  priestly  and 
popular  trammels  by  feigning  direct  inspiration  from  the  great 
Goddess  herself. 

The  names  of  other  ^Eginetan  sculptors  are  recorded  in  history, 
and  among  them  Aristonous^  Serambus?  and  TheopropuSy  the  last  of 
whom  made  a  brazen  bull  for  the  Corcyraeans  as  an  offering  to  the 
Delphian  god.^ 

Plastic  art,  however,  was  not  destined  to  attain  its  full  develop- 
ment in  .^Egina.  With  the  final  subjugation  of  the  island  to  its  old 
enemy  and  rival,  Athens,  in  the  year  455  B.C.,  art  ceased  to  flourish 
in  iEgina  as  it  had'  done  in  the  days  of  its  independence,  although  we 
need  not  conclude  that  it  altogether  ceased  to  exist. 


SiCYON. 

The  Cretan  Da^dalids,  Dipoenus  and  Scyllis,  as  we  have  seen,  were 
summoned  to  Sicyon  *  to  execute  a  commission,  and  on  their  arrival 
found  a  schocl  of  native  artists,  over  which  they  probably  exercised 
a  lasting  influence.  But  we  learn  little  or  nothing  of  Sicyonian  art 
until  we  come  to  the  name  of 

CANACHUS,  01.  70-80  (B.C.  500-460),®  a  younger  contemporary 
of  the  iEginetan  Gallon  ®  and  Ageladas  the  Argive,  and  one  of  the 
greatest  sculptors  of  the  age. 

The  chief  work  of  Canachus  was  the  colossal  bronze  statue  of 
the  Philesian  Apollo,  which  he  made  for  the  Branchidae,  and  which  was 


»  Pausan.  v.  22.  5.    ■  Ibid.  x.  9.  3  and  v.  27.  9.     »  Brunn,  K.-G.  i.  p.  74. 
•  Ibid.  vi.  10.  9.         *  Vide  supra,  p.  50.  •  Plin.  N.  //.  xxxvi.  41, 


and  xxxiv.  9. 
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Fig.  30. 


placed  in  the  temple  '  of  the  Didymaean  Apollo  before  493  B.c.^  This 
statue  was  carried  off '  by  Xerxes '  *  (it  should  be  Darius)  to  Ecbatana, 
because,  as  was  said,  he  wished  to  punish  the  Milesians  for  allowing 
themselves  to  be  beaten  at  Mycale  in  479  B.C.*  It  was  afterwards 
restored  to  the  Milesians  by  the  god-fearing  Seleucus. 

Another  statue  of  Apollo  {J[stnenius\  of  cedar,  was  seen  by  Pau- 
sanias  *  at  Thebes.  He  says  that  it  resembled 
the  Milesian  Apollo  of  the  Branchidae  in  size, 
and  in  other  respects,  so  that  no  one  who  had 
seen  one  of  them  could  fail  to  recognise  the 
other  as  the  work  of  the  same  master. 

Canachus  did  not  confine  himself  to  bronze, 
for  we  find  mention  among  other  works  of  an 
Aphrodite  by  him  in  gold  and  ivory  in  her 
temple  at  Sicyon.^  The  goddess  was  seated 
with  the  TToXos  on  her  head,  a  poppy  in  one 
hand  and  an  apple  in  the  other. 

If  we  may  rely  on  the  well-known  dictum  of 
Cicero,'  the  statues  of  Canachus  were  *too  stiff 
{rigidiora)  to  imitate  truth,'  and  in  this  respect 
inferior  to  the  works  of  Calamis.  But  we  need 
not  altogether  depend  on  literary  notices,  for 
we  have  probably  a  copy  of  the  Milesian  Apollo 
in  a  bronze  statuette  (fig.  30)  in  the  British  Mu- 
seum bearing  a  stag  on  his  hand.^  There  is  a 
similar  figure  on  a  Coin  of  MiletuSy  in  which 
Apollo  is  represented  with  the  stag  in  one  hand  and  a  bow  in  the  other. 
If  we  are  to  judge  of  the  style  of  Canachus  from  the  bronze  figure,  we 
should  infer  that  his  Apollo  was  not  rigid  and  angular,  like  the  figures 
of  the  iEginetan  group  at  Munich,  but  square,  thickset,  and  without  the 
.stereotyped  smile.®     A  head  in  Parian  marble  in  the  British  Museum, 


APOLLO  AFTER 
CANACHUS. 


'  At  Didyma,  in  the  Milesian  territory. 
'  Plin.  iV.  H.  xxxiv.  75. 

*  Paiisan.  viii.  46.  3;  i.  16.  3. 

*  Brunn,  A'.-C  p.  77.  Conf.  Herod. vi.  19. 

*  ix.  10.  2. 


•  Pausan.  ii.  10.  4.      '  Brutus^  18.  70. 

■  It  has  the  long  locks  which  became  a 
prevailing  sign  of  Apollo. 

•  Brunn,  K.-G.   p.  77.      Overbeck,    Gcs. 
(kr  Plastik^  i.  107. 
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which,  though  archaic  in  style,  has  in  it  the  elements  of  ideal  majesty, 
is  also  regarded  by  some  as  a  copy  of  the  Apollo  of  Canachus.  But 
the  style  of  this  very  beautiful  work  appears  much  too  free  to  warrant 
the  assumption. 

Canachus  is  further  mentioned  in  an  epigram  of  Antipater  *  as  the 
author  of  one  of  Three  Muses,  holding  *  musical  pipes '  {viMifOTroXovs 
hovaKas)  in  her  hand  ;  her  sisters  being  the  works  of  Aristocles  and 
Ageladas.  A  so-styled  'testa  archaica '  in  the  Villa  Ludovisi  at  Rome, 
which  resembles  the  Milesian  Apollo  in  style,  has  also  been  brought 
into  connexion  with  the  name  of  Canachus. 

ARISTOCLES,  the  brother  of  Canachus,  and  *  not  much  inferior 
to  him  in  reputation/ according  to  Pausanias,*-*  is  chiefly  known  as  foun- 
der of  a  school,  which  existed  down  to  01.  lOO  (B.C.  380).  We  find 
mention  of  only  one  work  by  his  hand,  one  of  Three  Muses,  in  the 
execution  of  which  he  was  associated  with  Canachus  and  Ageladas. 
Of  his  pupils  Pausanias  mentions  Synnoon  and  his  son  Ptolichus,  and 
Pantias,  who  was  seventh  in  the  succession  of  the  disciples  of  this 
school.*  All  these  artists  seem  to  have  employed  themselves  in 
executinsf  statues  of  victorious  athletes. 


■t> 


Argos. 

In  the  last  period  the  artists  Dipoenus  and  Scyllis,  whom  we  spoke 
of  as  working  in  Argos,  were  strangers  to  that  country.  Two  natives, 
Argus  and  Epeius,  have  been  mentioned  above  among  the  mythical 
artists.  The  former  made  a  wooden  image  of  Hera  ;  the  latter,  besides 
'the  wooden  horse,'  is  reported  to  have  been  the  sculptor  of  two 
xoana  of  Hermes  and  Aphrodite,^  Neither  Argus  nor  Epeius, 
however,  had  any  known  successors,  and  the  first  Argive  names  with 
which  we  meet  in  the  present  period  are  those  of  Entelidas  and 
Chrysothemis,  the  sculptors  of  two  statues  of  the  Olympian  victors, 
Demarchus  (who  conquered  in  01.  65)  and  his  son  Tluopompus,     It  is 


'  Anthol.   Gi-ac.   ii.    15.    35    (Planud.   iv.  «  Pausan.  vi.  9.  I  ;  vi.  14.  12;  vi.  3. 

220).  ■''  vi.  9.  I.  <  Vide  supra,  p.  21. 
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uncertain  by  whom  these  artists  were  taught  their  craft ;  we  only 
learn  from  an  inscription  '  that  they  had  learned  from  their  pre- 
decessors '  (r^^vav  elBores  ix  irporiptov)}  This  implies  the  existence  of 
a  school,  but  we  have  even  fewer  means  of  forming  an  idea  of  the 
leading  characteristics  of  the  Argive  style  than  of  that  of  iEgina, 
Sparta,  or  Athens.  The  most  renowned  of  Argive  artists  at  this 
period  is 

AGELADAS,*  Ol.  66.  2  (B.C.  5 1 5).  The  usual  uncertainty  prevails 
concerning  his  date,  for,  if  we  were  to  receive  all  the  notices  of  him  as 
equally  trustworthy,  we  must  believe  that  he  lived  at  least  one  hundred 
and  ten  years.  The  favourite  expedient  of  adopting  two  artists  of  the 
same  name  has  been  resorted  to  in  this  case,  without  much  success  ; 
and  we  must  content  ourselves  with  the  most  probable  supposition,  that 
he  flourished  from  the  second  half  of  the  60th  Olympiad  onwards.* 
Nearly  all  authorities  concur  in  giving  him  a  very  long  period  of 
artistic  activity. 

Of  his  works,  which  are  very  numerous,  we  know  little  more  than 
the  names.  Two  statues  of  Zeus  are  attributed  to  him,  one  of  which 
at  least  represented  the  God  as  a  boy  ;  *  it  was  executed  for  the 
inhabitants  of  ./Egion  in  Achaia,  one  of  the  scenes  of  Zeus's  child- 
hood.* He  also  made  two  statues  of  Heracles,  one  for  ^Egion,  which  was 
beardless,^  and  another  for  the  Temple  of  Heracles  Alexicaais  (preser- 
ver from  ill)  in  the  Attic  Demos  of  Melite.  This  latter  statue,  after  its 
re-consecration,  was  mainly  instrumental  in  staying  the  great  plague 
at  Athens  in  01.  %T.  4  (B.C.  429).^  We  have  noticed  a  Muse  attributed 
to  him  above  (p.  ZZ),  which  at  one  time  attracted  great  attention,  be- 
cause Winckelmann  was  inclined  to  recognise  it  in  the  Barberini 
J/7/j^  in  the  Glyptothek  at  Munich.  This  beautiful  figure  is  now  almost 
universally  acknowledged  to  represent  Apollo  Musagetes.  Ageladas 
also  executed  a  bronze  group  of  horses  and  female  captives,  which  was 


»  Pausan.  vi.  10.  5.  *  Pausan.  iv.  33.  2;  vii.  24.  4. 

*  Ibid.  vi.  14.    II;  vi.  10.   6 ;  vi.  8.   6 ;  *  Strabo,  viii.  p.  387.    Bull,  del,  Instituto, 

iv.  33.  2.  1843,  P*  ^^• 

»  Bninn,    Kunst    bet  Ihmery    49,    and  ■  Pausan.  vii.  24.  4. 

K,-G,  i.  63.  *  Schol.  Arisioph.  Rancr^  504. 
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consecrated  at  Delphi  by  the  Tarentincs,  in  honour  of  their  victory 
over  their  barbarian  neighbours  the  Messapians.*  There  were  also 
several  statues  of  victors  by  him  at  Olympia.  As  we  find  no  remarks 
on  his  style  in  ancient  writers,  we  are  left  to  infer  his  great  technical 
skill  from  his  having  treated  such  a  variety  of  subjects — Gods^ 
heroes^  athletes^  women^  horses^  and  chariots]  and  from  the  remark- 
able fact  that  he  was  the  instructor  of  the  three  great  Coryphaei  of 
plastic  art — Myron,  Pheidias,  and  Polyclcitus.*  Nothing  but  a  well- 
grounded  and  widely  spread  fame  could  have  attracted  disciples  from 
Athens.  Yet,  on  the  other  hand,  the  very  great  divergence  in  the  styles 
of  his  three  great  pupils  prevents  us  from  attributing  to  Ageladas 
any  very  powerful  intellectual  influence  over  them,  or  any  of  those 
marked  peculiarities  of  style  which  go  to  form  a  school.' 
Another  Argive  artist, 

ARISTOMEDON,  flourished  just  before  the  invasion  of  Xerxes, 
Ol.  75.  I  (B.C.  480).  He  executed  a  trophy  for  the  Phocians,  which  they 
offered  at  Delphi  in  celebration  of  their  victory  over  the  Thessalians. 
It  consisted  in  a  group  of  portrait  statues  representing  Tellias  the 
Elean  Scer^  who  commanded  the  Phocian  army,  his  two  colleagues, 
aud  the  national  heroes.^ 

Somewhat  later  we  meet  with  the  names  of 

GLAUCUS  and  DIONYSIUS,  about  01.  yy  (B.C.  470),  Argive 
artists,  who  in  conjunction  made  a  large  number  of  statues  of 
deities^ — intended  as  offerings  at  Olympia — for  Micythus,  who  was 
regent  of  Rhegium  during  the  minority  of  the  sons  of  the  Tyrant 
Anaxilas.  Some  of  these  were  carried  off*  to  Rome  by  the  Emperor 
Nero. 

Another  work  of  Dionysius,  a  horse  with  its  driver  standing  by  it, 


*  Pausan.  x.  lo.  6.  Aphrodite,  Ganymede,  Artemis,  Asclepius, 

*  Suidas,  s,  v.  TcXtiSai.     Tzetz,  Chil.  viii.  Hygieia,  Agon,  Dionysus,  and  Zeus,  and  of 
325.     Brunn,  K,'G.   i.  p.  74.  poets,  Homer  and  Hesiod,  and  Orpheus,  as 

■  Ibid.  p.  ^2>*  among  the  works  of  Dionysius  ;  and  Amphi- 

*  Pausan.  x.  I.  8-10.     Herod,  viii.  27.  trite,  Poseidon,  and  Heslia,  among  those  of 

*  Ibid.   V.   26.  2,  3;  V.   24.   6.       Herod.  (ilaucus. 
vii.  1 70.   Pausanias  (v.  26  2,  3)  mentions  Cora, 
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was  offered  at  Olympia  by  Phormis  the  Maenalian,  who  was  about  the 
court  of  Gelon,  Tyrant  of  Syracuse.* 

If  we  go  on  briefly  to  mention  other  artists  in  different  parts  of 
Greece  and  in  the  Greek  colonies,  it  is  chiefly  with  the  view  of  calling 
attention  to  the  general  diffusion  of  plastic  art  at  this  period,  the 
nature  of  the  subjects  chosen  by  the  artists,  and  the  materials  in 
which  they  wrought.  Of  the  work  itself,  its  peculiar  features,  and 
its  degree  of  merit,  our  information  is  in  most  cases  too  scanty  to 
form  a  judgment 

The  places  which  furnished  artists  at  this  period  are  Elis,  Corinth, 
Thebes,  Naupactus,  Paros,  Crete,  Troezen,  Phlius,  &c. 


Ells. 

Elis  produced  a  second  Gallon,  01.  71  (B.C.  496),  who  is  men- 
tioned in  connexion  with  an  event  of  melancholy  interest.  The  loss  by 
shipwreck  of  a  choir  of  thirty-five  boys  with  their  master  and  a  flute- 
player — whom  the  Messenians  had  sent  to  Rhegium,  according  to  an 
annual  custom — affected  the  latter  so  deeply  that  they  engaged 
Gallon  IL  to  make  a  bronze  group  of  the  unfortunate  boys,  which 
they  offered  to  the  God  at  Olympia.^ 


Corinth, 

so  early  celebrated  in  the  history  of  art,  supplies  the  names  of 
three  iartists  at  this  period  (not  long  before  Ol.  75,  B.C.  480) — DiylluSy 
AmyclceuSj  and  Ghionis — who  executed  the  famous  group  representing 
the  contest  of  Apollo  and  Heracles  for  the  Tripody  in  which  Leto  and 
Artemis  on  the  one  side,  and  Athene  on  the  other,  endeavour  to 
intervene.^  This  work  was  offered  by  the  Phocians  to  the  Delphian 
god,  in  honour  of  their  victory  over  the  Thessalians.     Many  copies  of 


»  Pausan.  v.  27.  I.  Denkm,  ii.  Taf.  15,  No.  29;  also  the  marble 

*  Ibid.  V.  25.  I.  relief  of  the  same  subject   in   the   Louvre. 

•  Ibid.    X.    13.    7.      See    Welcker,   AiU      Vide  /«/Va,  p.  143. 
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this  group  are  still  in  existence,  the  best  of  which  is  the  terra-cotta 
relief  in  the  Campana  collection  at  RomeJ  Pausanias  tells  us  that 
the  figures  of  Artemis  and  Athene  were  made  by  Chionis  alone,  and 
the  others  by  Diyllus  and  Amyclaeus  in  conjunction. 

Thebes 

appears,  for  the  first  time  in  the  history  of  art,  in  the  person  of 
Ascarus  (before  Ol.  75,  B.C.  480),  as  the  sculptor  of  a  bronze  statue  of 
ZetiSy  crowned  with  flowers,  and  holding  the  thunderbolt  in  his  right 
hand.*     Some  writers  think  that  he  was  a  pupil  of  Ageladas.' 

ARISTOMEDES  and  SOCRATES,  also  Thebans,  01.  75  (B.C. 
480),  were  workers  in  marble,  and  are  said  to  have  made  a  stattu  of 
Cybele,  the  Dindymenian  mother  of  the  gods.  This  sacred  image,  with 
the  temple  near  Thebes,  in  which  it  stood,  was  consecrated  by  the 
illustrious  Pindar  himself  (b,  01.  65.  3  ;  ^.  84.  3  ;  B.C.  518-442).* 

Of  quite  uncertain  date  is  another  Theban, 

PYTHODORUS,  who  made  an  image  oK  Here,  for  Corfinda,  hold- 
ing the  Sirens  in  her  hand,  '  For  they  say  that  the  daughters  of  Achelous 
(the  Sirens)  were  persuaded  by  Here  to  contend  in  song  with  the  Muses, 
and  that  the  latter,  being  victorious,  plucked  out  the  feathers  from  the 
wings  of  the  Sirens,  and  made  themselves  crowns  thereof.'* 

Naupactus* 

produced  two  artists, 

MENiECHMUS  and  SOIDAS,  who  made  a  chryselephantine 
statue  oiArteinis  Laphria  (the  forager)  in  the  act  of  hunting.  Pausanias 
saw  this  work  in  the  temple  of  the  Goddess  at   Patrae  (Patras)  in 


»  Brunn,  K,-G,  i.  p.  113.  Florence^  Millingen,  Un,  Mm,  ii.  15.  Conf. 

2  Pausan.  v.  24.  i.  M.    Capit,   iv.   p.   127,   and    MUHn.    Call, 

«  Thiersch,  Epoch,  d.  bild,  Kunst,  p.  l6o.  Mythol.  63. 

*  Pausan.  ix.  2$.  3.  •  Hod,  Lepanto  on  the  Gulf  of  Corinth, 

*  Ibid.  ix.  34.  3.      See  a  Sarcophagus  in 
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Achaia,  and  says  that  it  was  the  gift  of  Augustus,  who  brought  it 
from  Calydon.* 

Paros 

(one  of  the  Cyclades). 
The  name  of  a  Parian  sculptor, 

ARCESILAUS,  is  recorded  ;  and  in  an  epigram  Simonides  refers 
with  very  high  praise  to  a  statue  of  Artemis  by  his  hand,  and  calls 
him  *  the  worthy  son  of  Aristodicus.'  ^ 

Crete 

produced  an  artist  at  this  period  named 

ARISTOCLES  of  Cydonia,  before  01.  71.  3  (B.C.  404),  who  was 
commissioned  by  Evagoras  of  Zancle  to  make  a  group  of  Heracles 
conteriding  with  a  mounted  Amazon  for  her  girdle.  Pausanias  '  says 
that  no  one  can  state  with  any  certainty  when  he  lived,  but  that  he 
was  certainly  among  the  most  ancient  artists  {iv  Si  roh  fjioXiara 
apx'O'iois). 

Croton. 

DAME  AS  of  Croton,  01. 65  (B.C.  520 .?),  executed  a  statue  of  Milo, 
the  wrestler,  which  the  great  athlete  is  said  to  have  carried  into  the 
Altis  at  Olympia.*     Milo  flourished  from  01.  62-78. 

Trcezen 

(in  Argolis). 

In  the  Temple  of  Apollo  Thearius  at  Trcezen,  which  was  built  by 
Pittheus,  wasa  temple  statue  of  the  god  by 


»  Pausan.  vii.  18.  9,  10.        *  Diog.  Laert.  iv.  45.        ■  v.  25.  11.         *  Ibid.  vi.  14.  6. 
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HERMON,  the  Troezenian,  who  also  executed  xoana  of  the 
Dioscuri}  which  were  dedicated  by  Auliscus. 

Phlius 

(in  Argolis). 

LAPHAES  the  Phliasian  mdiAe  zn  image  of  Heracles^  in  wood,  for 
a  temple  in  Sicyon,  and  Pausanias  conjectures,  from  the  similarity  of 
style,  that  a  colossal  nude  statue  of  Apollo  which  he  saw  in  a  temple 
at  iEgira  in  Achaia  must  have  been  by  the  same  hand.* 

Athens. 

We  have  deferred  the  mention  of  Athens,  which  is  now  becoming 
the  chief  school  of  sculpture,  because  it  is  more  immediately  con- 
nected with  the  higher  achievements  of  plastic  art  in  the  next  period. 
The  earliest  Attic  artists,  as  we  have  seen,  went  by  the  general  name 
of  Daedalids,  and  it  is  not  until  the  6oth  01.  (540  B.C.)  that  we  find 
much  mention  of  Athens  in  art-history. 

The  first  Athenian  artist  who  is  mentioned  by  name  is 

SIMMIAS,  son  of  the  mythical  Eupalamus,  probably  an  old 
Daedalid.  Zenobius  speaks  of  him  as  the  author  of  a  statue  in  porous 
stone  ('^A.Xa  or  ^eWara)  of  Dionysus  fiopyxps^  *  ike  smeared}  an 
epithet  derived  from  the  custom  of  rubbing  the  face  of  the  god  with 
wine  lees  at  the  vintage.' 

We  then  come  to  the  more  historical  name  of 

ENDCEUS,  01.  70  (B.C.  500),  of  Athens,  of  whom  we  have 
spoken  above.* 

Adopting  as  we  do  the  date  maintained  by  Brunn,  70  Ol.  (B.C. 
500),  we  may  wonder  at  the  very  rude  and  primitive  character  of 


*  Pausan.  ii.  31.  6.  Clemens    Alex.    Protrtpt,   iv.    p.    43    (ed. 
»  Ibid.  vii.  26.  6.  Potter). 

•  Zenobius,   v.    13,  p.  121   (ed.  Leutsch).  *  Vide  j«/ra,  p.  53. 
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Endoeus*  works.  There  is  a  seated  figure  of  Atliene,  now  at  Athens,* 
in  very  archaic  style,  which  was  found  under  the  Acropolis  at  the 
exit  of  the  grotto  of  Agraulos  ;  and  a  cognate  figure,  also  of  Pallas, 
discovered  near  the  Erechtheium,^  which,  as  some  think,  may  give  us 
an  idea  of  the  style  of  Endoeus. 

ANTENOR  the  Athenian,  01.  67.  3-75.  i  (510-480  B.C.),  made 
the  first  portrait-statues  of  the  Tyrannicides,  Hartnodius  and  Aris- 
togeiton,  in  bronze,  which  were  carried  away  by  Xerxes  after  the 
destruction  of  Athens.  They  were  subsequently  restored  to  the 
Athenians  by  Antiochus*  (or  Alexander  the  Great,*  or  Seleucus^), 
and  set  up  in  the  Cerameicus  in  Athens,  near  the  Temple  of  Ares 
(Mars),  beside  the  new  figures  of  the  same  heroes  by  Critias.  Con- 
temporary with  Antenor  was 

AMPHICRATES,  who  made  the  famous  statue  of  Lecena,  the 
faithful  mistress  of  V{dLvmoA\\xs{lyrce  cantu  familiaris Harmodio  et Aris- 
togeitoni),  who  died  under  the  torture  rather  than  betray  her  friend.^ 
After  the  expulsion  of  the  Persians,  the  Athenians,  desirous  of  com- 
memorating her  heroic  deed,  but  unwilling  to  set  up  the  statue  of  a 
harlot  in  a  public  place,  hit  on  the  expedient  of  representing  her 
under  the  form  of  a  tongueless  lioness y  thus  expressing  her  courage 
by  the  form  of  the  noblest  of  beasts  and  her  silence  by  the  lacking 
tongue.^ 

About  the  same  period,  or  somewhat  later,  lived 

ARISTOCLES,  only  known  to  us  by  extant  inscriptions.*  The 
name  is  especially  interesting  from  its  connexion  with  the  famous 
st^l^  of  Aristion,  which  is  considered  ^  to  belong  to  the  80th  01. 
(B.C.  460). 

The  three   artists  Hegias  (Hegesias),  Kritios,  and  Nesiotes  are 


»  Vide  infrOy  p.  99.  '  Plutarch,  De  Garrul,  8. 

»  Brunn,  K.-G.  i.  98.  •  Athenische  Insckri/t,  Bulla,  d.  In  si  it, 

•  Pausan.  i.  8.  5.     Plin.  N,  H.  xxiv.  9.  1859,  p.  195,  and  Corpus  Imc,  Grac,  i.  p.  38, 
<  KxuTiTi,  Anab,  m,  16.  7.  No.  23.      Overb.    Ges.  d,   Plastik,  i.   118, 

•  Valer.  Max.  ii.  10,  ext.  I.  note  58. 

•  Plin.  N,  If,  xxxiv.  72.  Pausan.  i.  23   I.  »  K.-G,  p.  106.     Vide  i>#/nf,  p.  106. 
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mentioned  by  Pliny  *  in  the  same  sentence  with  Alcamenes,  and  are 
all  called  rivals  of  Pheidias,  which  they  can  hardly  have  been, 
though  they  may  have  been  still  alive  during  part  of  his  life. 
Pausanias,  on  the  other  hand,  speaks  of  Hegesias  as  contemporary 
with  Onatas  and  Ageladas. 

HEGIAS  (HEGESIAS),  Ol.  75-83  (480-448  B.C.),  is  said  to  have 
been  a  teacher  of  Pheidias,  probably  the  first*  Among  his  works 
Pliny  ^  mentions :  a  group  of  the  Dioscuri,  which  was  subsequently 
carried  to  Rome  and  set  up  before  the  Temple  of  Jupiter  Tonans ; 
another  group  called  Pueri  celetizontes  (boys  on  race-horses),  of  which 
some  writers  think  that  we  have  a  copy  in  a  relief  in  the  British 
Museum  ;  and  a  statue  of  Heracles  in  Parion  on  the  Propontis. 

CRITICS  and  NESIOTES  are  mentioned  in  an  inscription,^ 
found  near  the  Acropolis  at  Athens,  as  the  sculptors  of  a  figure  of  a 
runner  in  full  armour  {oTrXcToSpofios),  called  Epicharinus,  which  Pau- 
sanias *  also  mentions  as  the  work  of  Critios  alone.  But  their  chief  work 
was  a  group  of  Harmodius  and  Aristogeiton^  a  copy  of  which  was  re- 
cognised by  the  lamented  Friederichs,'  in  two  statues,  now  at  Naples. 
These  had  been  falsely  restored  as  gladiators,  and  placed  opposite 
to  each  other,  instead  of  side  by  side. 

Pausanias  ®  speaks  of  a  school  of  Critios,  and  says  that  Damocritus 
of  Sicyon  was  of  the  fifth  generation  from  the  founder,  viz.  Ptolickus 
(01.  75),  pupil  of  Critios;  Amphion  (Ol.  82)  of  Ptolichus  ;  Pison 
(Ol.  89)  of  Amphion  ;  and  Damocritus  of  Pison.  Pliny  ^  also  mentions 
the  name's  of  Diodorus  (Diodotus })  and  Scymnus  in  connexion  with 
this  school. 

Pausanias  and  others  record  the  existence  of  old  Attic  statues  in 
bronze  of  this  period,  without  giving  the  names  of  the  sculptors. 
Soon  after  the  battle  of  Marathon  Miltiades  consecrated  a  statue  of 


'  Plin.  N.  //.  xxxiv.  49.  •  Lucian  Philopseud.  18.     Pausan.  i.  8.  5. 

"^  Dio  Chrysost.  Orat.  55.  i,  p.  282.  '  Baustcine^  sec.  24,  25. 

»  N,  H.  xxxiv.  78.     Brunn,  IC.-G,  102.  »  vi.  3.  5  ;  x.  9.  8. 

*  Ross,  Arch.  Aufs.  i.  p.  164.  •  N,  H,  xxxiv.  87. 

*  i.   23.    9.     Brunn,    K.-G,  i.  103. 
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the  goat-footed  Patty  who  rendered  efficient  aid  to  the  Athenians 
against  the  Persians.  A  bronze  statue  of  Hermes^  called  ^Ayopato9, 
which  stood  near  the  Poecile  at  Athens,  was  so  highly  esteemed  by 
the  artists  of  the  day  that  *  it  was  covered  with  the  pitch  which  they 
used  in  taking  casts  from  it/  * 


'  Lucian,  yup.  Tragced.  33. 
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CHAPTER   IX. 

EXTANT  MONUMENTS  OF  THE   FIRST  HALF  OF 
THE  FIFTH  CENTURY  B.C 

The  Seated  Figure  of  Athene 

(Fig.  30, 

at  Athens,  perhaps  by  Endoeus,  of  which  we  have  spoken  above/  is 
Fig.  31.  by  some  writers  assigned   to   the  very 

beginning  of  this  period.  It  may,  how- 
ever, be  of  a  still  earlier  date.  The 
Goddess  is  recognised  by  the  aegis, 
which  was  probably  painted. 

One  of  the  most  interesting  speci- 
mens of  Attic  archaism  is  the  marble 


Sphinx  from  Spata, 

a  village  *  in  Attica,  in  which  so  many 
interesting  antiquities  have  been  recently 
found  cognate  in  character  to  those 
discovered  by  Dr.  Schliemann  in  the 
graves  of  Mycenae.  This  curious  work 
of  Attic   art   is   now  in    the  Ministero 

ARCHAIC  FIGURE  OF  ATHENE.  Jel  CultO  in  AthcnS. 

The  oldest  Attic  relief  probably  which  has  come  down   to  us  is 
the  head  of  a 

'  p.  96.  «  About  ten  miles  E.  of  Athens. 
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Discobolus, 

holding  a  large  quoit  on   his  shoulder  with  the  left  hand  (fig.  32). 
It  served  as  the  ornament  of  an  archaic  sepulchral  stdl& 

Fig.  32. 


HEAD  OF  DISCOBOLUS  AT  ATHENS. 


Fig.  33. 


o,k^n 


HERMES   BEARING   A  CALF. 
H  2 
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We  have  already  mentioned  a  Hermes  bearing  a  calf  (fig.  33), 
(found  on  the  east  side  of  the  Acropolis  in  1864),  of  which  only 
the  upper  part  of  the  body  of  the  God  and  the  calf  remain.  It 
was  probably  entirely  nude,  with  the  legs  close  together,  but  the 
left  foot  a  little  in  advance  of  the  right.  The  neck  is  unnaturally 
long  ;  the  forehead  is  surrounded  by  the  typical  corkscrew  curls,  and 
three  similar  tresses  fall  down  behind  each  of  the  large  flapping  ears 
on  to  the  neck.  The  top  and  back  of  the  head  are  smooth,  from 
which  it  is  conjectured  by  some  writers  that  colour  was  used,  while 
Pervanoglu  maintains  that  the  smoothness  of  the  skull  represents  a 
close-fitting  cap.  The  mouth  is  wide  and  grinning,  the  eyes  are  deep- 
set,  and  the  pupils  are  left  hollow  for  the  reception  of  a  gem  or 
coloured  mass. 

With  the  foregoing  statue  may  be  compared  the  still  more  archaic 
bronze  statuette  of  ^Apollo  with  the  lamb,  in  the  Berlin  Museum, 
which  was  either  a  temple-image  or  the  copy  of  some  well-known 
hieratic  type. 

The  same  motif  \s  treated  in  relief  on  an  altar  found  in  Athens  in 
1867 — an  undoubtedly  archaic  work — in  which  Hermes  is  repre- 
sented with  a  long  beard  {aifyqvoirdycdv^  and  his  hair  bound  into  a 
Kpw^vKos}  Instead  of  a  calf  he  carries  a  ram  {Kpio<l>6po9),  which  is 
wonderfully  executed,  especially  in  the  soft  pliancy  with  which  it 
suits  itself  to  his  neck,  and  in  the  powerful  rendering  of  the  woolly 
body. 

Very  archaic  is  the 

Statuette  of  Athene 

(Fig.  34), 

of  bronze,  discovered  in  1836  by  Professor  Ross,  in  the  foundations 
of  the  Parthenon.  The  goddess  was  represented  in  the  attitude  of 
attack,  as   on   the   Panathenaic  vases  (fig.    35),  holding  her  shield. 


*  This  relief  affords  a  good  specimen  of      of    Athenians — *  Kp»$6Kor   i»aZo6fi,tP9i    r«r 
the  so-called  Kpe»$6\o5 — the  peculiar  knot  at       iy  rp  Kt^aXf  rpix^v  *  (Thucyd.  i.  6). 
the  back  of  the  head,  worn  by  the  old  school 
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which  IS  now  broken  away,  in  the  left  hand,  and  her  lance  in  the 
right  In  the  helmet  is  a  hole  for  the  crest  Her  dress  resembles 
that  of  the  Athene  which  occupied  the  centre  of  the  pediment  of  the 
temple  at  iEgina,  and  that  of  the  archaistic  Pallas  at  Dresden.  This 
work  is  older  than  the  present  Parthenon,  and,  naturally,  of  not  very 
delicate  execution.  A  similar  one  has  been  lately  found  in  ^Egina.* 
Other  works  of  this  period  and  the  Attic  school  are  ; 

A  Statuette  of  a  Centaur  (fig.  36)  in  bronze,  of  the  earliest  type, 
with  the  forel^s  of  a  man.  This  interesting  figure  was  also  found 
in  the  ruins  of  the  ante-Persian  Parthenon  at  Athens  ;  * 

The  Head  of  a  Gorgon?  on  an  antefixum  of  terra-cotta  found,  in 
1836,  in  the  foundations  of  the  Parthenon,  resembling  that  of  the  Seli- 
nuntine  metope,  except  that  it  wears  a  necklace  of  snakes,  and  ear- 
rings. It  bears  evident  marks  of  having  been  painted  to  represent 
natural  colours  ; 

A  Colossal  Owl,  of  marble,  from  the  Acropolis  at  Athens,  where 
it  stood  on  a  pillar  as  an  offering  to  Athene.  The  characters  of  the 
inscription  show  that  it  is  of  a  very  early  date,*  and  it  may  have  been 
connected  with  the  ante-Persian  Parthenon ; 

A  Horse's  Head,  on  a  fragment  of  a  marble  relief  found  in  the 
Parthenon  in  1835.  The  sockets  of  the  eyes  are  left  hollow  for  the 
reception  of  glass  or  stone,  and  the  ears  were  made  in  separate  pieces 
and  let  into  the  head.  It  bears  a  resemblance  to  the  horses  of  the 
Parthenon  frieze,  and,  as  the  veins  are  expressed,  it  cannot  be  earlier 
than  the  fifth  century  B.C. ; 

Torsos  of  three  small  Female  Figures  at  Athens,  chiefly  interesting 
from  the  effort  of  the  artist  to  distinguish  the  different  materials  of 


*  Bullet,  d,  Inst.  1864,  p.  78.  There   is  a   curious  passage  respecting  a 

«  Compare  the  figure  of  a  centaur  of  the  magic  owl,  the  work  of  the  architect  Ictinus, 

same  type  in  the  interesting  archaic  bronze  in  Ausonius,  Mosella,  v.  309 : — 

relief  at  Olympia,  copied  in  Prof.  Colvin's  Vel  in  arce  Minervae 

article,  'Centaurs  in  Greek  Vase  Painting,*  Ictinus,  magico  cui  nectua  pcrlita  fuco 

Jimrtud  of  Hellenic  Studies,   vol.  i.  p.  129.  AIHcit  omne  genus  volucres  pcrimitque  tuendo. 

See  also  pp.  130,  139.  Some  writers  have  sought  to  connect  this 

»  BuU,  d,  Inst,  1864,  p.  78.     Pausan.  iii.  owl  with  the  Athene  Parthenos.  Vid.  Stark, 

59.  2.  Arch.    Zeit,    1859,    p.    93 ;     Brunn,    Arch. 

<  Friederichs,  ^a«j/W«^,  pp.  22,  23:  *The  .  Zeit.    i860;    ////«.  p.  50.     Conf.  Overbeck, 

owl  of  Athene  played  a  great  part  in  the  Ber.  d.  JC.  s.  Ges.  d  IViss.  i860,  p.  43. 
sculptural  decoration  of  the  Acropolis.* 
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Fig.  34. 


Fig.  35. 


archaic  statuette  of  athene.  panathenaic  vase. 

Fig.  36. 


ARCHAIC   STATUETTE  OF  CENTAUR. 
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which  the  upper  and  lower  garments  are  composed.  The  upper 
garment  is  of  wool,  which  shows  that  these  figures  are  not  older  than 
the  first  half  of  the  fifth  century,  before  which  period  the  Athenians 
wore  the  Ionian  chiton  of  linen.  The  upper  garment  is  worn  like  a 
modem  shawl  over  the  shoulders  and  arms,  and  the  two  ends  hang 
symmetrically  down  on  each  side.*  They  are  probably  intended  for 
A  rrephori? 

Goddess  Mounting  her  Chariot, 

represented  in  bas-relief  on  a  marble  slab,  found  on  the  Acropolis 
at  Athens  (fig.  37).     The  designation  of  '  goddess '  which  we  have 

Kk;.  37. 


GODDESS   MOUNTING   A   CHARIOI. 


given  to  this  figure  is  not  undisputed,  for  there  is  no  certain  in- 
dication either  of  sex  or  rank.  The  delicacy  of  the  arms  and 
hands,  and  the  general  air  and  expression  of  the  whole  figure, 
seem  unmistakably  female,  and  as  it  is  well  known  that  the  Attic 


»  Friederichs,  Bausteine,  p.  23.  Athene  in  her  temple,  and  wove  her  sacred 

«  Noble    Athenian    maidens  who  served       robe  (peplos). 
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women  of  the  period  did  not  act  as  charioteers,  we  may  safely 
assume  that  this  independent  and  dignified  position  could  only  be 
held  by  a  goddess.  Some  writers  have  regarded  it  as  an  unwinged 
Nike,  and  as  a  part  of  the  frieze  of  the  ante-Periclean  Parthenon. 
Closely  connected  with  this  relief  is  one  of  Hermes  (or  Theseus)^  also 
discovered  on  the  Acropolis  in  1859.  The  style  and  execution  of  this 
beautiful  and  interesting  work  is  so  similar  to  that  of  the  *  Goddess 
mounting  her  Chariot,*  that  they  are  supposed  to  form  parts  of  the 
same  composition.  We  see  in  both  the  same  Ionic  softness,  the  same 
freshness,  simplicity,  and  natural  grace,  and  the  same  neatness  and 
clearness  of  execution.  The  peculiar  arrangement  of  the  hair,  which 
is  suitable  to  both  sexes,  and  is  the  same  in  both  reliefs,  has  been 
considered  by  some  writers  to  furnish  an  example  of  the  so-called 
krobyloSy  so  often  referred  to  in   Greek  literature. 

These  two  reliefs  are  the  more  interesting  and  instructive  from 
the  analogy  which  exists  between  them  and  some  remarkable  and 
beautiful  remains  of  Lycian  art  now  in  the  British  Museum — the 
so-called  Harpy  monument,  and  other  works.  They  show  at  once  the 
close  connexion  which  existed  between  the  schools  of  art  in  Lycia 
and  Athens,  and  the  world-wide  difference  between  the  airy  lightness, 
which  is  one  of  the  distinguishing  features  of  both,  and  the  solidity, 
strength,  and  fullness  of  the  contemporary  productions  of  Pelopon- 
nesian  art. 

The  treatment  of  the  drapery,  in  the  relief  of  the  *  Goddess  mounting 
her  Chariot,*  is  well  worthy  of  especial  notice,  since  an  attempt  is  there 
made  to  distinguish  between  the  woollen  stuff  of  the  under  garment 
of  the  goddess  and  that  of  the  linen  robe  which  is  thrown  across  her 
shoulders.  The  folds  are  still  artificial  and  conventional,  and  contrast 
somewhat  strangely  with  the  flowing  outlines  of  the  nude  parts  of  the 
neck  and  arms.  This  singular  combination  of  antique  stiffness  and 
unshackled  freedom  is  characteristic  of  the  transition  period  to  which 
these  works  belong. 

The  so-called  Stili  of  Dermis^  discovered  in  Tanagra,  con- 
tains two  figures  in  very  high  statuesque  relief  in  an  cedicula  \  it  is 
probably  one  of  the  oldest  plastic  monuments  in  Greece. 

The  well-known  sepulchral 
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St6l]&  of  Aristion, 

according  to  the  inscription  on  it,  is  the 
work  of  Aristocles,*  a  contemporary  of 
Critios,  the  sculptor  of  the  Tyrannicides. 
This  famous  bas-relief  in  marble  (fig. 
38)  was  discovered,  in  1838,  at  Vela- 
nidezza  in  East  Attica,  and  is  now  in 
the  Theseion  at  Athens.  It  represents 
the  old  Marathonian  soldier,  whose  anti- 
quated costume  Aristophanes  *  ridicules 
while  he  admires  his  soldier-like  quali- 
ties.' The  tightly-fitting  coat-of-mail 
appears  to  have  been  lined  with  leather, 
which  is  continued  beyond  the  armour, 
and  covers  the  thighs  and  upper  arms ; 
the  greaves  follow  the  form  of  the  leg 
exactly,  and  were  apparently  of  leather ; 
the  cap  fits  closely  to  the  head,  and 
was  surmounted  by  a  crest,  for  the 
reception  of  which  a  hole  is  still  visible. 
The  hair  surrounds  the  forehead  in  a 
stiff  row  of  corkscrew  curls,  while  simi- 
lar ones  hang  half-way  down  the  neck. 
The  details  of  the  dress  and  armour 
are  all  worked  out  with  extraordinary 
care  and  diligence  and  a  truly  epic 
minuteness,  reminding  one  of  the  work 
on  some  of  the  painted  vases.*  In  the 
nude  parts    the  artist  has  been    much 


Fig.  38. 


*  Vidcjtt/rtf,  p,  88,  Bninn  conjectures  that 
Aristion  was  the  father  of  Aristocles,  and  not 
the  deceased,  to  whom  the  stele  was  erected. 

*  Aristophanes  [Nub,  952)  speaks  of  the 
old  MapaBmrofUxoi  as  wearing  the  r4rrty9s 
[ckada)  in  their  hair.  Conf.  Aristoph.  Eq. 
1 219  (ed.  Bothe): — 


h  iicupoK  op«r  Tf  rrtyo^opoc  apxalif 

■  Pausan.  (vii.  2),  speaking  of  Androklos, 
says  that  his  tomb  was  decorated  in  a  similar 
manner :  MBrifia  9k  r^  fAtrfifun-i  Mip  itwKi- 

♦  Jahn,  Pop,  Aufs,  p.  227. 
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less  successful,  and  very  serious  fault  may  be  found  with  the  pro- 
portions of  the  figure.  It  is  evidently  the  work,  not  of  an  artist, 
but  of  a  clever  artisan,  who  is  used  to  the  manner,  and  is  doing 
his  best  under  the  limitations  of  the  relief  style,  the  rules  of  which 
are  well  observed.  The  general  effect  of  this  work  is  extremely 
pleasing,  and  we  are  especially  struck  by  the  skill  with  which  the 
figure  is  'economised,*  as  Welcker  expresses  it,  into  the  narrow 
j,',j^   ^g  limits  by  which  it  is  bounded.     Much  of  the 

original  effect  of  the  elaborate  details  of  the 
dress  is  lost  to  us  from  the  want  of  the  colour, 
which  was  evidently  used  to  give  them  promi- 
nence. 

Dates  ranging  from  the  50th  *  to  the  80th 
01.  have  been  fixed  on  for  this  very  interesting 
relief.  The  weight  of  evidence  seems  to  us  to 
be  in  favour  of  the  period  between  01.  70  and 
01.  80,  B.C.  500-460. 

Of  a  very  similar  character  is  a 

Sepulchral  St£:le  at  Naples, 

of  marble,  from  the  Boi^ia  collection,  formerly 

known  under  the  erroneous  name  of  *  Odysseus 

with  t/te  dog  Argos.'^     It  represents  the  figure 

sTfeL^  OF  Qf  a  man  leaning  on  a  long  stick,  with  a  small 

ORCHOMENOS.  °  ° 

bottle  (KfjKvdos)  hanging  from  his  wrist,  which 
may  be  either  the  oil-flask  of  an  athlete,  or  the  ink-bottle  of  a  scribe. 
It  is  in  very  flat  relief,  like  the  Aristion,  not  in  armour,  but  in  the 
long  flowing  robe  of  a  citizen  of  the  old  school.  The  right  foot  is 
in  profile,  though  the  knee  is  en  face;  the  artist  has  sacrificed 
nature  to  the  laws  of  the  bas-relief. 

A  much  better-known  work,  the   so-called   StM  of  Orchomeitos 
(fig.  39),  may  be  mentioned  here,  though  it  is  not  Attic,  on  account 

*  bverbeck,  Geschichte  der  Plastik. 

2  O.  Miiller,  Arch,  d.  Kunst^  sec.  96,  28.     Brunn,  K.-G. 
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of  the  close  similarity  of  its  design.  According  to  the  inscrip- 
tion upon  it,  it  was  executed  by  an  artist  of  Naxos,  named  Anxmor, 
of  whom  nothing  further  is  recorded.  The  attitude  and  dress  of 
the  departed  are  the  same  as  in  the  Neapolitan  relief.  He  is  lean- 
ing on  a  long  staff,  in  the  same  way,  and  holding  out  a  locust 
to  his  dog.  The  relief  is  still  flatter  than  that  of  the  st^l^  men- 
tioned above,  and  inferior  in  the  modelling ;  the  foot,  which  would 
naturally  project,  is  here  foreshortened  in  a  very  unusual  and  ugly 
manner.  The  cap  resembles  that  of  Patroclus  on  the  famous  cup 
of  Sosias.* 

Heracles  and  the  Hind,  in  the  British  Museum,  a  marble  relief 
(from  the  Townley  collection)  which  probably  formed  the  side  of  an 
altar  or  candelabra.  Heracles  is  pressing  his  knee  on  the  back  of  the 
captured  animal,  thereby  effectually  preventing  all  further  resistance 
or  motion.  The  sculptor,  like  the  poet,  has,  in  this  case,  sacrified 
truth  to  beauty,  by  representing  the  female  animal  with  horns. 
It  is,  no  doubt,  a  copy  of  some  famous  work,  as  we  meet  with 
the  same  composition  in  many  reliefs  and  statuary  groups  of  a 
later  period  ;  and  it  is  probably  Attic,  as  it  resembles  the  designs 
on  several  ancient  Attic  painted  vases.' 


Harmodius  and  Aristogeiton, 

a  copy  of  the  work  of  Critios  and  Nesiotes,  discovered  by  Friederichs, 
in  two  statues,  formerly  at  Rome,  where  Winckelmann  saw  them,  and 
now  in  the  Museum  at  Naples  (fig.  40).  They  had  been  falsely 
regarded  as  gladiators,  but  were  restored  to  their  original  position, 
side  by  side,  by  Professor  Friederichs.^  The  proper  position  is  seen  in 
a  marble  relief  (fig.  41),  found  by  Stackelberg*  at  Athens,  on  the 
back  of  a   magistrate's  chair  and  on  some  Athenian  coins  {tetra- 


*  Friederichs,  Bausteine^  30.  be  foremost,  in  accordance  with  Thucydides, 

*  Spec,  ofAnc,  Sculpt,  i.  p.  il.  vi.  56,  57. 

*  Petersen  thinks  that  Aristogeiton  should  *  Griibcr  der  HcUencHy  p.  35. 
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drachmd)  (fig.  42).*     These  statues  were  executed  to  supply  the  place 
of  the  older  ones  carried  off  by  Xerxes.     The  figure  of  Aristc^eiton 


Fig.  40. 


Fig.  41. 


HARMODIUS  AND  ARISTOQEITON, 


in  the  Neapolitan  copy  has  a  head,  antique  indeed,  but  not  belonging 
to  it.     In  the  relief  Aristogeiton  has  a  beard,  which  marks  him  as  the 

Fig.  42. 


COIN   OF  ATHENS. 


older  of  the  two  ;  Harmodius,  as  the  younger  and  the  more  grievously 
offended,  is  represented  a   little  in  advance,   rushing  furiously  on ; 


»  Overbeck,  Geschichte  der  Plastik,  u  1 16. 
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while  Aristogeiton,  acting  as  protector  to  his  young  friend,  spreads  his 
cloak  by  way  of  shield,  and  holds  his  sword  in  readiness  for  action. 

Nothing  can  be  more  admirable  than  the  rhythm  of  these  beauti- 
ful figures,  and  the  manner  in  which  the  left  limbs  of  the  one  corre- 
spond with  the  right  limbs  of  the  other.  Without  concealing  one 
another  they  appear  in  the  most  natural  and  harmonious  combination, 
the  one  being  placed  a  little  in  advance,  so  that  the  vacant  spaces  are 
well  filled  up,  and  strict  unity  given  to  the  group  as  a  whole. 

We  have  dwelt  the  more  fully  on  this  group,  not  merely  on  account 
of  its  historical  interest,  but  because  it  is  peculiarly  fitted  to  give  a 
correct  idea  of  Attic  art  at  this  period.  We  see  in  this  work  the  hard 
outlines  of  powerful  but  rigid  forms,  the  stiff  conventional  folds  in  the 
mantle  thrown  over  the  arm  of  the  older  hero,  the  marks  of  care  and 
diligence  so  characteristic  of  the  age,  combined  with  a  certain  refine- 
ment and  grace  which  are  essentially  Attic. 

A  work  which  seems  to  be  another  copy  of  this  group  may  be 
seen  in  the  Boboli  Gardens  at  Florence.  Though  freer  in  style, 
it  is  inferior  in  execution  and  interest.  The  same  subject  forms 
the  device  of  the  shield  of  Athene,  in  a  painting  on  a  pseudo- 
archaic  vase  in  the  British  Museum  (Table-case  G),  and  on  a  Lecythus 
(oil  flask)  at  Vienna.^ 

As  we  look  at  these  works  we  understand  why,  with  all  their 
archaic  stiffness,  they  were  so  highly  esteemed  by  the  connoisseurs  of 
antiquity.  Quintilian  "  couples  the  name  of  Hegias  (or  Hegesias)  with 
that  of  Gallon,  and  says  that  his  statues  are  harder  and  more  like  the 
Etruscan  {duriora  et  Tuscanicis  proximo).  He  should  have  added 
that,  in  spite  of  this  superficial  resemblance,  there  was  this  essential 
difference,  that  while  the  works  of  the  Attic  school  are  full  of  life  and 
promise,  the  figures  moulded  by  Etruscan  artists  are  a  *  mere  assem- 
blage of  well-executed  limbs  which  have  no  organic  connexion.* 
Lucian  speaks  of  the  statues  iraXaias  ipyaaias  of  Kritios,  Hegesias, 
and  Nesiotes,  and  compares  their  style  to  that  of  ancient   writers. 


'  Black  figures  on  red  clay  in  the  Scant-      Inst,  viii.  46  (M),  and  Conze*s  VorUgeblditer^ 
collection  ;    vide    Eugen   Petersen,       Ser.  vii.  Taf.  7.    Conf.  Arch.  Zntung^  1870, 


Arch' Epigraph,  Mittheilungen  ans   Oester-      T.  24.  I.  c.  6. 
retch.     For  other  repetitions  see  Man,  d,  *  Orat.  xii.  10.  7. 
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*  Then  he  will  bid  you  imitate  those  ancient  writers,  placing  before  you 
forms  of  words  not  easy  to  imitate,  like  the  products  of  the  old  work- 
manship of  Hegesias,  Critios,  Nesiotes,  and  their  associates — com- 
pressed, sinewy,  rigid,  and  sharply  outlined — and  will  tell  you  that 
labour,  wakefulness,  water-drinking,  and  perseverance  are  necessary 
and  inexorable.*  * 


*  Lucian,  Rhetor.  Pracept.  9 :  i,w§ff^tyfi4ra      tcai    iZayoiroffLaaf    imI    t^  Xtwof^s    iamyKtua 
TOfA^ra  rOif  ypofifious  w6yoy  re  koI  iypuirplay 
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CHAPTER   X. 

EXTANT    WORKS   OF  FIFTH  CENTURY  B.C 
(continued.) 

Lycian  Art, 

of  which  we  have  numerous  and  highly  interesting  remains,  bears  a 
strong  affinity  to  Attic  art,  although  it  was  greatly  modified  by  local 
influences,  both  religious  and  artistic.  The  extant  monuments  are 
precisely  what  we  should  look  for  in  the  productions  of  Attic  sculptors 
working  in  Lycia  with  Lycian  views. 

The  most  important  of  these  is  the  so-called 

Harpy   Monument, 

about  Ol.  70  (B.C.  500), 

discovered  in  1838  on  the  Acropolis  of  Xanthos,  by  Sir  C. 
Fellowes,  and  now  in  the  British  Museum.  This,  in  every  way, 
most  remarkable  work  consists  of  a  rectangular  tower,  made 
from  a  single  block  of  limestone,  with  a  flat  roof,  immediately 
under  which  is  a  frieze*  about  twenty-one  feet  from  the  ground  (fig. 
43).  In  one  side  of  the  frieze,  under  the  figure  of  a  cow,  is  a 
rectangular  opening  (fig.  43,  a),  rather  more  than  half  the  height  of 
the  frieze,  through  which  the  urn  containing  the  ashes  of  the  dead 


«;8o^poF,  fla^oTfi  iv  tilo^6p<f  (Conze,  Corpus  Inscr,  Gr.  2840). 
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was  introduced.  Similar  monuments  were  found  in  the  same  neigh- 
bourhood ;  and  it  seems  to  have  been  customary  among  the  Carians  and 
Lycians  to  bury  their  dead  at  the  top  of  towers  of  this  kind,  as  we 
learn  from  Arrian's  description  of  the  tomb  of  Cyrus.*  The  frieze, 
which  is  of  white  marble,  is  let  into  the  tower  on  four  sides,  each 
side  containing  three  slabs,  of  which  the   central  is   the   longest. 

Fig.  43. 


HARPY   MONUMENT   IN    BRITISH   MUSEUM. 


The  aperture  above  mentioned  is  not  in  the  centre  of  the  west  side ; 
if  it  were,  the  composition  would  have  been  divided  into  two  exactly 
equal  halves,  by  which  its  beauty  would  have  been  greatly  marred. 
Above  it  is  a  cow  (fig.  43,^)  suckling  a  calf,  executed  in  archaic 


»  Arrian,  Anab,  vi.  29  :  ri^s—h  rtrpd-  ^povffop  ttrtt  trrtv^v  i)Sfi6Xis  ^  M  ii'V  o* 
yttvov  (TxVfJM  w€wolnTcu  tiyw$€¥  8i  oXicfifia  fitydktp  woXXii  KOKowaBovyri  wap^XBtiy.  Conf. 
IveoTi    XlBiyoVf    iffrtyofffiivov    $»pl9a    ^x^y       Stralx),  xv.  730. 
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style,  but  with  great  skill.  To  the  left  of  the  opening  sits  a  goddess 
(D^m^ter  ?)  holding  a  sacrificial  cup  in  her  hand  for  the  reception  of 
offerings.  She  is  attired  in  a  long  robe  reaching  to  her  feet,  and  is 
seated  on  a  highly  ornamented  chair  or  throne,  on  the  arm  of  which 
is  a  sphinx.  Facing  her,  at  the  opposite  corner,  sits  another  very  similar 
but  somewhat  more  juvenile  goddess  (Cora,  Persephone)  (fig.  43,  d)^ 
also  enthroned,  and  holding  in  her  hands  a  flower  and  a  pomegranate. 

Fig.  44. 


THE   HARPY   MONUMENT. 

The  arms  and  back  of  the  chair  end  in  rams'  and  swans'  heads.  In 
front  of  this  very  graceful  figure  stand  three  female  worshippers  (fig. 
43,  e\  one  behind  the  other,  the  foremost  of  which  has  no  offering,  but 
daintily  holds  up  her  dress  with  one  hand,  and  with  the  other  prepares 
to  veil  her  head.  It  is  probable  that  she  is  the  chief  worshipper,  who 
offers  up  a  prayer  for  all.  The  second  bears  a  flower  and  a  pome- 
granate, or  a  quince,  and  the  third  an  egg. 

I 
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On  the  opposite  or  east  side  of  the  tower,  in  the  central  and 
longest  slab,  sits  a  bearded  god  (fig.  44,  €),  on  the  most  highly- 
decorated  of  all  the  thrones  in  the  relief.  The  arms  of  his  seat  are 
supported  by  tritons,  while  the  feet  end  in  lion's  claws.  His  sceptre  leans 
against  his  right  arm,  and  in  his  left  hand  he  holds  a  flower ;  before  him 
stands  a  boy,  bearing  a  cock  in  his  right  hand  and  an  apple  in  the 
left  Behind  bim,  to  the  right,  on  the  smaller  slab,  is  a  youth  (fig. 
44,  /)  accompanied  (curiously  enough  on  so  solemn  an  occasion)  by  his 
dog,  and  holding  some  object — no  longer  recognisable — in  his  hand. 
On  the  left  side,  behind  the  enthroned  god,  are  two  worshippers  (fig. 
44,  g)y  robed  to  the  feet,  also  bearing  flowers  or  fniit.  The  north  and 
south  sides,  as  we  have  said,  are  somewhat  narrower  than  the  others. 
On  the  south  side  is  a  beardless  god  (fig.  43,  h)  enthroned,  in  a  long 
robe  with  sleeves  down  to  the  elbows.  His  long  sceptre  rests  on  the 
ground  and  leans  against  his  shoulder;  and  he  holds  a  pomegranate  and 
apple  in  either  hand  respectively.  Before  him  stands  a  man  raising 
his  right  hand  in  adoration,  and  holding  a  bird  (dove })  in  his  left 

On  the  north  side  is  another  bearded  god  on  a  throne  (fig.  44,  /  ), 
under  which  lies  an  animal,  probably  a  bear.*  A  warrior,  very  like  in 
dress  to  the  Aristion  described  above,*  with  sword  and  shield,  is  offering 
his  helmet  to  the  god,  who  receives  it  with  his  right  hand,  while  his  left 
supports  the  long  sceptre.  On  either  side  of  him  are  the  so-called 
Harpies,'  from  which  the  monument  takes  its  name,  each  bearing  a 
small  doll-like  figure  in  her  arms.  These  curious  monsters  have  both 
wings  and  human  arms,  with  claws  for  hands,  and  feathered  tails. 
Their  heads  are  female  and  youthful,  but  their  bodies  are  shaped  like 
eggs,  and  form  the  most  enigmatical  feature  of  these  curious  reliefs. 
They  represent,  no  doubt,  the  messengers  of  death  in  the  act  of  bear- 
ing away  the  deceased  ;  and  though  Hellenic  traditions  and  myths 
afford  us  no  complete  key  to  their  signification,  we  are  reminded  by 
them  of  the  Harpies  in  Homer,*  who  carry  off  the  daughters  of  King 


*   Friederichs,  Bausteiru^  p.  39.  K«ip*  *<o<rayoTvycp^o^(r*Bp4naMny«M^i»*A«vc(r. 
'  Vide  SUtrOy  p.  106.     *  fifMrvioi,  spoilers.  '  ^^  ^^^  meanwhile  the  Harpies  snatched  away 

«   ndvt   vv    *i%  - ******  maidens,  and  gave  them  to  be  handmaids  to 

Uays.  XX.  7».—  jhe  hateful  Erinnye^* 

ro^pa  h\  Tot  Kovpoc  "Aprwcot  ayi|pci^aKro  Conf.   Odys.  i.  24I. 


Digitized  by 


Google 


THE  HARPY  MONUMENT,  115 


Pandareus,  and  give  them  as  servants  to  the  Erinnyes.  When  a 
person  suddenly  disappeared  he  was  said  to  have  been  carried  off  by 
the  Harpies.  Thus  Telemachus  complains  that  they  had  carried  off 
his  father  aKKzlKus  (ingloriously).*  But  the  strange  beings  in  our 
relief  are  not  Harpies  in  the  general  acceptation,  for  they  bear  away  the 
children  with  every  mark  of  gentleness  and  affection,  and  their  little 
proi^gis  stretch  out  their  hands  to  them  as  to  a  loving  nurse  or  mother. 

The  most  popular  theory  respecting  the  motif  of  this  frieze  is  that 
of  Professor  Ernst  Curtius,*  who  regards  it  as  symbolical  of  death  as  the 
beginning  of  new  life.  The  cow,  according  to  him,  represents  life-giving, 
all-nurturing  Nature.  The  goddess  to  the  left  of  the  aperture — which 
represents  the  gate  of  Hades — is  the  goddess  of  death,  from  whom  the 
three  female  worshippers  turn  away  towards  the  goddess  of  life,  bearing 
in  their  hands  an  egg,  a  flower,  and  a  fruit,  as  emblems  of  germination, 
bloom,  and  maturity.  The  space  to  the  right  is  the  side  of  life,  to 
enlarge  which  the  gate  of  Hades  is  placed,  not  in  the  middle,  but 
nearer  the  left  corner.  The  twice  repeated  forms  of  the  *  Harpies ' 
with  heads  of  women,  powerful  wings,  four  arms — two  human  and  two 
with  claws — and  egg-shaped  bodies,  are  benevolent  beings,  who  press 
their  charges  affectionately  to  their  bosoms,  and  leave  others  sorrowing 
behind.  Death,  as  the  commencement  of  new  life,  is  represented  by 
the  egg-shaped  bodies  of  the  '  Harpies.'  The  sphinx  and  rams'  heads, 
which  appear  in  the  ornamentation  of  the  thrones  on  the  west  side, 
denote  death  and  life  ;  the  ram,  according  to  Curtius,  being  a  symbol 
of  life  in  death.  The  three  male  figures  enthroned  on  the  three  sides 
are  the  trinity  of  the  highest  godhead  in  Heaven,  Earth,  and  Hades. 
According  to  this  view,  the  small  figure  sunk  in  grief  at  the  comer  of 
the  north  relief  is  of  the  same  nature  as  those  which  are  being 
carried  off  by  the  Harpies,  and  is  overwhelmed  by  a  sense  of  desola- 
tion at  the  departure  of  the  loved  ones. 

On  the  other  hand,  Conze'  only  sees  in  the  Harpy,  with  its 
human  head  and  egg-shaped  body,  a  demon  of  storm  and  death  with 
the  mingled  form  of  man  and  bird. 


'  Odys,  i.  241  ;  xiv.  371.  •  Archdol,  Zeitung^  1869,  p.  80. 

»  Archaol,  Zeitung,  1855,  No.  73. 
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Brunn  *  takes  an  altogether  different  view  of  the  matter.  He 
thinks  it  highly  improbable  that  so  very  ancient  a  monument  should 
contain  such  a  clear  manifestation  of  faith  in  a  future  life.  The 
sphinx,  ram,  and  triton,  on  which  Curtius  partly  rests  his  theory, 
are  found  on  the  throne  of  Zeus,  and  in  connexion  with  Hades, 
Apollo,  Demeter,  Cora,  and  even  a  Muse,  and  need,  Brunn  thinks,  have 
no  symbolical  meaning.  He  finds  no  special  reference  to  death,  or 
life  in  death.  The  cow  most  naturally  suggests  the  idea  of  a  nursing 
mother,  and  the  egg  the  germ  of  nascent  life.  The  pomegranate 
figures  in  the  myth  of  Persephone  as  the  symbol  of  consummated 
marriage,  and  Polycleitus  places  it  in  the  hand  of  Hera  as  the  guardian 
of  wedlock.  If  the  god  (fig.  43,  //)  on  the  south  side  holds  the  nuptial 
apple  or  quince,  and  his  worshipper  the  dove  of  Aphrodite,  we  may 
regard  the  scene  not  as  representing  death  or  Hades,  but  the  union 
of  the  sexes,  as  the  crown  of  human  life,  the  fulfilment  of  human 
existence.  The  idea  of  death,  which  must  not,  of  course,  be  wanting 
on  a  tomb,  is  represented  by  the  Harpies — in  the  form  of  Sirens 
bearing  away  the  souls  of  the  deceased — and  by  the  sorrowing 
mourner. 

There  is  almost  an  equal  diversity  of  opinion  among  archaeologists 
respecting  the  period  and  style  of  the  Harpy  monument.  Most 
writers  assume  a  close  affinity  between  the  old  Attic  and  Lycian 
schools,  and  compare  the  reliefs  under  consideration  with  the '  Goddess 
mounting  her  Chariot,'  the  '  Aristion,'  *  Leucothea,'  &c.,  and  place  them 
in  the  middle  of  the  70th  Ol.  Brunn,  after  an  elaborate  analysis  of 
the  dress,  which  he  says  expresses  neither  the  form  nor  the  move- 
ments of  the  body,  comes  to  a  different  conclusion.  They  resemble, 
he  thinks,  the  colossal  statues  on  the  Sacred  Way  of  the  Temple  of 
the  Branchidae  near  Miletus,  which  is  the  nearest  city  to  Lycia  from 
which  archaic  monuments  have  come  down  to  us.  In  the  Milesian 
figures  we  find  in  a  still  greater  degree  the  massive  fullness  and  soft- 
ness of  form  which  are  essentially  un-Attic,  and  speak  of  Asiatic,  and 
especially  of  Assyrian,  influence.*    The  same  characteristics  are  found 


*  Bericht  d,  kiln,  baUr.   Acad,    Nov.    2,  •  Brunn,  op.  cit,  Newton,  Discov,  at  Hali- 

1872.  Stephani,  Compte  Rendu^  1859.  cam.  i.  74,  75. 
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in  the  Lycian  reliefs,  combined  with  an  elegance  which  betrays  the 
more  delicate  touch  of  the  Greek  hand.  In  spite  of  the  many  serious 
faults  in  the  execution  of  these  reliefs,  which  are  only  too  evident  on 
a  closer  examination,  we  feel  the  propriety  of  Welcker's  well-known 
remark,  that  their  style  is  ^  alter tkiiifilich  strcng  aber  schon  von 
Antnuth  leise  umflossen!  * 
The  so-called 

*  Leucothea  '  Relief 

(Fig.  45), 

in  the  Villa  Albani,  may  be  conveniently  considered  in  this  place  on 
account  of  its  general  resemblance  in  style  to  the  frieze  of  the  Harpy 
monument,  although  its  connexion                          j.,j^ 
with  Lycia  is  only  conjectural.     It 
represents  a  woman  sitting  on   a 
handsome  chair,  similar  to  those  of 
Demeter  (?)  and  Cora  (?),  above  men- 
tioned,^ and  holding  a  child  in  her 
arms,  like  those  whom  the  *  Harpies ' 
bear  away.  It  is  evidently  the  orna- 
ment of  a  tomb,  for  the  seated  figure 
is   tenderly    raising    the   youngest 
and  most  helpless  of  the  children, 
which  stretches  out  its   little  hand 
to  caress  its  mothers  cheek.     The         

-  ,  r       .1  1       •  SEPULCHRAL   RELIEF. 

woman    m     front    of    the    chair, 

holding  a  tcenia,  or  garland,  in  her  hand,  is  probably  a  servant, 
who  has  brought  the  child  to  its  mother.  The  two  others  in  a 
line  with  her,  and,  singularly  enough  for  this  early  period,  in 
perspective,  are  the  two  older  children,  the  taller  of  whom  carries 
something  in  her  hand.     The  magnificence  of  the  seat  has  led  to  the 


*  *  Severely  archaic,  but  already  showing  reconciled  form   and    idea,   plastic  expres- 

a  light  touch  of  grace.*     It  is  the  hieratic  sion  and  symbolical  signification,  but  Lycian 

style  bound  by  religion,  but  betraying  free-  art  had  not. 

dom  in  subordinate  parts.     Hellenic  art  had  *  p.  113. 
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supposition  that  the  occupant  is  a  goddess,  but  the  work-basket  under 
it  brings  her  down  to  the  sphere  of  common  domestic  life.  Though 
inferior  in  refinement  and  elegance  to  the  Harpy  relief,  the  *  Leuco- 
thea  *  shows  a  considerable  advance  in  the  treatment  of  drapery,  the 
lines  of  which  have  a  distinct  relation  to  the  forms  and  attitude  of  the 
wearer.  In  all  probability  the  two  works  are  of  the  same  school,  and 
nearly  of  the  same  period.* 

The  Relief  of  Thasos. 

(Fig.  46.) 

This  relief,  discovered  in   1864  in  the  island  of  Thasos,  and  now 
in  the  Louvre,  has  been  truly  said  to  be  *  almost  equally  important  to 

Fig.  46 


THASIAN   RELIEF. 


Epigraphy,  the  history  of  Religion,  and  the  history  of  Art.'  The 
inscription  speaks  of  Apollo,  the  Nymphs,  and  tite  Charites,  but  not  of 
Hermes,  who  is  also  represented.  The  Nymphs  and  Charites  cannot 
be  distinguished  from  one  another  by  the  attributes  they  carry,  which 


*  Brunn,  Berichtd,  kon,  hour,  Acad,  1872,  pp.  in,  212. 
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are  flowers,  fruits,  and  tcenice.  The  action  centres  in  Apollo,  who  is 
followed  by  four  women,  the  foremost  of  whom  is  in  the  act  of  crown- 
ing him.  Four  other  women,  led  by  Hermes,  also  seem  to  be 
advancing  towards  the  central  figure.  The  inscription  *  Epistocratcs 
ErotoSy  in  large  letters  above  the  niche,  is  of  later  date  than  the  work 
itself,  and  shows,  perhaps,  that  it  was  used  as  a  tombstone. 

Singularly  enough,  the  Relief  of  Thasos,  which  is  generally  ac- 
knowledged to  be  archaic,  presents  many  of  the  differences  in  style 
and  merit  and  the  inevitable  inconsistencies  which  are  considered 
almost  certain  criteria  of  copies.  The  most  primitive  in  style  are  the 
figures  of  the  women,  except  perhaps  the  one  who  crowns  Apollo, 
which  is  of  somewhat  freer  execution.  Hermes  is  angular  and 
stiff"  in  form,  and  yet  very  lively  in  his  movements.  He  forms  a 
transition  to  Apollo,  who  is  halting  in  his  progress  and  turning 
round,  and,  in  this  very  diflScult  attitude,  is  very  skilfully  pour- 
trayed. 

Terra-Cotta  Reliefs  from  the  Island  of 

Melos. 

Some  very  interesting  groups  in  terra-cotta,  which,  frcm  their 
style,  are  considered  to  belong  to  this  period,  have  been  discovered 
in  Melos,  and  are  now  in  the  British  Museum  and  the  Louvre.  Three 
of  these  curious  reliefs,  which  have  no  background,  represent  Belle- 
rophon  in  combat  with  the  Chimcera ;  Per  setts  beheading  the  Medusa 
(fig.  47),  out  of  whose  neck  Chrysaor  is  rising;  and  Sappho  and 
Alcaus  (fig.  48),  which  embodies  an  incident  in  the  life  of  those  two 
minstrels  recorded  by  Aristotle.*     These  are  in  the  British  Museum." 


»  Aristotle,  Rhei,  i.  9.  20  :—  Sappho  :— 

.  •  .  .  T^    7ckp    o^<rxp^    alixx^oyrat  koL                     aV  t^U9xi<rf\w¥'ii9pov^  Ka>m¥ 

Alcsms  : —  (Hadst  thou  conceived  a  longing  for  aught  worthy 

-. ,«         ^  .....  ,            V  '  or  noble,  and  were  not  thy  tongue  labounnjr  to  utter 

©Aj.  Ti  /.iimy,  «AX«  /i.  ir«A ve»  something  bad,  then  would  not  shame  ha vf  clouded 

•'••*'•  thine  eyes,  but  thou  wouldst  speak  of  thy  rightful 

(I  wish  to  say  something  to  thee,  but  shame  pre-        ^'*   {         ^    ,           . 

TCTts  roe.)         '              •  2  y^Q  find  a  Similar  mofrf  treated  on  a 
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Fig.  47. 


Fic  48. 


\ 


\ 


PERSEUS  AND  MEDUSA. 


SAPPHO  AND   ALC.«US. 


Fig.  49. 


MEETING  OF  ORESTES  AND  ELECTRA. 


Another  very  interesting  relief  of  a  similar  kind  from  Melos,  now 
in  the  Louvre,  represents  the  Meeting  of  Orestes  and  Electra '  at  the 


sarcophagus  from  Golgoi,  where  Perseus  is 
making  off  with  the  head  of  Medusa  \^ide 
Cesnola,  Cyprus^  p.  1 10) ;  also  on  a  gold 
ornament  in  the  British  Museum,  which  has 


two  Pegasi. 

*  Eurip.  Electra^  ^J^.  The  same  subject 
is  painted  on  a  vase  in  the  British  Museum, 
in  second  vase  room,  wall-case  16,  No.  34. 
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Grave  of  Agamemnon  (fig.  49).  The  name  of  Agamemnon  is  in- 
scribed on  a  st^l^,  and  that  of  Electra  beneath  her  feet  She  is 
clad  in  a  closely-fitting  dress,  and  is  attended  by  her  nurse.  Orestes 
stands  opposite  to  his  sister  by  his  horse,  accompanied  by  his  friend 
Pylades  and  a  packbearer.  The  recognition  has  evidently  not  yet 
taken  place. 
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CHAPTER   XI. 

EXTANT  MONUMENTS   OF  THE  FIFTH  CENTURY 

(continued). 

Pedimental  Group  from  the  Temple  of 
Athene  in  -^gina. 

Of  the  three  great  centres  of  plastic  art,  of  which  we  have  spoken  in 
the  last  chapter  on  the  early  artists — viz.  Argos,  Sicyon,  and  itgina — 

Fig.  50. 


RESTORED  TEMPLE  OF  ATHENE  AT  .«GINA. 


only  the  latter  Is  represented  by  any  considerable  extant  works.  In 
1811  a  company  of  English  and  German  architects — Cockerell, 
Forster,  Linkh,  and  Haller — discovered  the  principal  parts  of  two 
pedimental  groups  among  the  ruins  of  the  ancient  Temple  of  Athene 
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(fig.  50)  in  iEgina.*  These  splendid  original  works  of  ancient  Greek 
art,  the  vast  importance  of  which  was  immediately  recognised  in 
Germany,  are  now  in  the  Glyptothek  of  Munich,  of  which  they  form 
the  ornament  and  the  pride.  Of  the  eleven  figures  which  ornamented 
each  facade  of  the  temple,  ten  were  found  belonging  to  the  western, 
and  five  to  the  eastern  pediment.  Both  have  been  completely  re- 
stored with  admirable  skill  and  judgment  by  the  illustrious  Thor- 
waldsen,  to  the  satisfaction  of  all ;  though  we  can  hardly  believe  what 
he  is  reported  to  have  said,  when  asked  to  point  out  the  restorations, 
'  that  he  had  forgotten  his  own  portion  of  the  work,  and  could  no 
longer  distinguish  them  by  the  eye.*  ('  Ich  erinnere  mich  ihrer  nicht 
mehr,  und  sehen  kann  ich  sie  auch  nicht.*)  The  object  of  both  com- 
positions is  the  glorification  of  the  great  race  of  iEginetan  heroes,  the 
'  'Xpvaapfiaroi,  iEacidae  *  ^  ('  iEacids  of  the  golden  car ') ;  and  this  is 
effected  by  representing  them  as  taking  the  lead  in  defending  Greeks 
from  barbarians  on  two  different  occasions.  The  general  treatment 
of  the  subject  and  the  arrangement  of  the  figures  in  the  two 
groups  is  almost  identical.  The  eastern  pediment  represents  the 
Expedition  of  Telamon  (the  iEginetan)  against  Laomedon  of  Troy^  to 
which  he  was  invited  by  Heracles?  The  latter  was  the  real  leader 
of  the  expedition,  but,  as  he  is  said  to  have  used  his  bow,  he  could 
with  propriety  be  placed  behind  Telamon  in  the  group,  especially 
as  the  latter  was  the  first  to  enter  the  city,  and  thereby  gained 
the  prize  of  valour.  These  are  the  only  figures  to  which  we  can 
safely  assign  names.  It  is  uncertain  who  the  fallen  hero  is ;  he  has 
been  called  Oicles,  but  there  seems  better  reason  for  supposing  him 
to  be  the  defeated  Laomedon  himself.*     In  the  corresponding  group 


*  Herodotus  refers  (iii.  59)  to  a  sanctuary  Trojan  women,  are  represented  on  an  early 

of  Athene  at  .^lilgina  as  existing  in  01.  64.  2  Greek  vase  found  at  Vulci  and  now  in  the 

(B.C.  523),  but  the  \^¥^  as  Brunn  suggests,  Leake  collection  in  the  Fitzwilliam  Museum 

may  have  existed  long  before  the  temple,  at  Cambridge.     The  names  of  the  warriors 

whose  ruins  we  still    see.     Moreover,  the  are  written  over  each,  as  Heracles,  Telamon, 

plastic  ornaments  were  in  many  cases  added  Andromache,  Glauce,   Alcsea,  and  others.* 

long  after  the  completion  of  the  building  it-  ViaU  Paley's  translation  of  Pindar,  p.  174, 

self— as  in  the  case  of  the  temples  of  Delphi,  note  i.     Conf.  Nem.  iv.  40. 

Olympia,  &c.  •  Pindar,  Isthm,  v.  35  (ed.  Dyssen). 

.    *  Pindar,  Isthm.  v.  27.     Conf.   Nem.  iii.  *  Conf.   Gerhard,  AuserUsene  Vasen^  iii. 

36 :  *  The  invasion  of  Troy  by  Heracles  and  Taf.  227. 
Telamon,  and  the  defence    of  the  city  by 
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of  the  western  pediment  (fig.  51)  the  artist  probably  intended  to  re- 
present Ajax^  the  iEacid,  son  of  Telamon  (no.  i ),  rescuing  the  body  of 


^  I  IS 


Achilles  (fig.  51,  no.  2)  from  his  foes,  following,  as  Welcker  thinks,  the 
iEthiopis  of  Arctinus  the  Milesian.  The  Grecian  archer  is  Teucer 
(fig.  51,  no.  3),  the  half-brother  of  Ajax.     On  the  Trojan  side  we  have 
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no  difficulty  in  recognising  Paris  (fig.  51,  no.  4),  the  archer,  and  the 
slayer  of  Achilles,  and  the  warrior  in  front  of  him  is  probably  ^neas 
(fig.  51,  no.  5).  In  both  groups  Athene^  the  goddess  of  the  temple, 
forms  the  central  figure,  and  is  distinguished  from  the  rest  by  her 
height  and  her  position  en  face.  She  watches  the  contest  with  divine 
composure,  as  tutelary  divinity  and  umpire.  She  is  often,  indeed, 
represented  as  leading  on  her  friends,  but  in  the  relief  before  us  to  place 
her  on  one  side  would  have  disturbed  the  balance  of  the  composition. 
The  fact  that  her  feet  are  both  unnaturally  turned  towards  the  side 
of  the  Greeks  is  interpreted  by  some  writers  to  indicate  her  partiality. 
It  is  more  likely  the  consequence  of  a  want  of  room,  and  a  desire 
not  to  interfere  with  the  figure  of  the  fallen  warrior.  In  the  present 
arrangement  in  the  Glyptothek  the  wounded  Greek  lies  to  the  right 
of  the  goddess,  with  his  legs  extended  before  her  feet.  On  her  left 
an  unarmed  Trojan  stoops  forward,  under  the  protection  of  a  friendly 
warrior's  shield,  to  pick  up  the  corpse.  Next  to  these,  right  and  left, 
come  respectively  the  chief  champions  of  either  party,  each  supported 
by  an  archer  immediately  behind  him  in  the  act  of  discharging  an 
arrow.  These  are  followed  on  either  side  by  a  kneeling  warrior,  with 
helmet,  shield,  and  extended  lance,  and  in  each  corner  lies  a  wounded 
Greek  and  Trojan  respectively,  at  full  length.  According  to  a  happy 
suggestion  of  Friederichs,*  Brunn  *  proposes  to  alter  the  arrangement 
of  the  figures  by  placing  the  archers  in  the  second  place  from  the 
comer,  instead  of  the  third,  by  which  the  rhythm — the  arsis  and  thesis 
of  the  group  (the  alternation  of  higher  and  lower  figures) — would  be 
better  preserved.  The  annexed  plate  (fig.  51,  a)  gives  Brunn's 
arrangement,  which  is  almost  universally  accepted. 

An  entirely  new  disposition  has  been  recently  proposed  by  Dr. 
Conrad  Lange,  and  advocated  with  considerable;  skill.  Both 
Cockerell,'  one  of  the  original  discoverers  of  the  -/^inetan  marbles, 
and  Wagner,*  who  wrote  a  valuable  report  on  them,  admitted  that 
fragments  of  at  least  thirty  statues  had  been  found.     As  late  as  the 


»  BausUine,  ^c,  p.  $1.  »  QuarterlyJoumalofScunct  and  the  Arts, 

*  Ueber  d,  Comf,  d,  Aegen,  GUbelg,  kon,       vi.  1819,  p.  337. 
baier,  Acad,  d,  Wusensch.  1868,  Bd.  li.  *  Wagner,  Bericht,  p.  72. 
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year  i860  Cockerell  *  solemnly  places  on  record  his  *  reasons  for 
believing  that  the  eastern  and  western  pediments  had  each  thirteen 
figures,  and  not  eleven  only,  as  in  the  restoration  in  Munich.' 

Prachov  *  was  also  of  opinion  that  there  were  two  unarmed  figures, 
one  on  each  side  of  the  wounded  warrior,  stretching  forward  to  raise 
him.  Resting  on  these  authorities.  Dr.  Lange*  proceeded  to  the 
examination  of  the  numerous  fragments  at  Munich,  and  came  to  the 
conclusion  that  three  new  figures  ought  to  be  introduced,  bringing 
up  the  number  to  fourteen  in  each  pediment.  The  additions,  as 
will  be  seen  from  the  plate  (fig.  51,  b\  are  a  warrior  standing,  with 
lance  and  shield,  on  each  side,  and  another  unarmed  figfure  on  the 
left  side  of  Athene,  stretching  forward  to  raise  the  dying  hero.  This 
arrangement  requires,  of  course,  that  the  figures  should  be  placed 
side  by  side  on  the  base  of  the  pediment,  for  which  Dr.  Lange  main- 
tains that  there  is  ample  depth. 

The  earlier  controversy  raised  by  Cockerell  and  others  was  closed 
by  Welcker,*  who  said  that  the  composition  would  not  allow  of  any  more 
figures.  We  may  mention  that  the  treatise  of  Dr.  Lange  has  been  very 
fully  answered  by  Dr.  Julius,^  and  the  question  is  still  under  discussion. 

The  effect  of  these  groups  was  greatly  heightened  by  the  use  of 
colour,  traces  of  which  were  discernible  to  Wagner  on  their  first 
discovery,^  and  by  the  addition  of  bronze  ornament. 

The  foregoing  remarks  apply  to  both  pediments  equally  ;  we  pro- 
ceed to  notice  briefly  the  figures  in  each. 

Western  Pediment. 

(Fig.  51O 

Of  this  group  ten  figures  were  found,  and  proceeding  on  the  well- 
grounded  hypothesis  of  the  exact  .correspondence  of  the  two  groups, 
the  missing  figure  of  the  unarmed  Trojan  (next  to  Athene),  who  is 


•  Temple  of  Jupiter  PanhtlL  at  ALgina^  Konrad  Lange.     Leipzig,  1878. 

p.  36,  London,  i860.  *  Alte  Denkmdler^  Gottingen,  1849,  p.  65. 

•  Annal.  d.  Inst.  ^c.  1 873,  pp.  140,  162,  •  Archdol.  Zeitung^  1 880. 

tav.  tTagg.  O.  P,  Q.     Conf.  Mon.  d.  Itist.  •  J.   M.   Wagner,  Bericht  (ed.  Schelliog, 

ix.  tav.  57.  1817),  p.  214. 

•  Die    Composition    der   Aegineten^    von 
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stretching  forward  to  drag  away  the  corpse,  was  supplied  from  the 
eastern  pediment. 

Athene  stands  erect,  apparently  indifferent  to  the  issue  of  the 
contest,  and  more  like  a  temple-image  than  the  living  Goddess. 
While  the  other  figures  are  made  nude  to  raise  the  representa- 
tion into  the  region  of  the  ideal,  she  is  fully,  and  even  heavily, 
robed.  The  lower  part  of  her  face  is  large  and  heavy,  the  lips  are 
closed,  the  lower  one  full  and  pouting  ;  the  general  expression  is  calm 
and  self-satisfied.  On  her  head  is  the  aegis,  which  covers  her  back 
down  to  the  knees,  and  is  apparently  without  seam,  with  only  an 
opening  for  the  head  like  a  bournons.  It  was  covered  with  scales, 
and  had  a  fringe  of  snakes'  heads  round  the  edge,  and  a  gorgoneion 
(head  of  Medusa)  in  the  centre.  The  execution  of  all  these  details 
is  most  careful  and  elaborate.  The .  rim  of  the  aegis  is  pierced  with 
holes  to  receive  the  tassels — Homer's*  dvaavoi  irarf)(pv<rzoi — of  which 
we  may  get  an  idea  from  ancient  ornaments  in  the  Vatican. 

The  beautiful  figure  in  front  of  Athene  represents  the  fallen 
Achilles  (fig.  51,  no.  2),  who  props  himself  with  his  right  hand,  which 
held  a  sword.  The  helmet  is  pushed  loosely  back  from  the  head, 
and  allows  us  to  see  the  hair,  which  is  executed  far  under  the  helmet. 
The  veins  are  expressed  with  great  nicety  on  his  right  arm,  which  is 
only  done  in  one  other  figure  of  this  group. 

In  fig.  5 1,  no.  I,  on  the  right  hand  of  Athene,  we  see  the  Telatnonian 
AjaXf  who  is  holding  out  his  shield  for  the  protection  of  the  wounded 
hero,  and  striding  forward,  lance  in  hand,  to  the  attack. 

Teucer  (fig.  51,  no.  3)  is  kneeling  on  his  right  knee  and  preparing  to 
shoot.  He  wears  a  short  chiton,  which  covers  the  middle  of  his  body 
in  fl^t  folds,  like  a  kilt,  and  over  it  a  closely  fitting  leather  jerkin, 
laced  on  the  left  side,  and  fastened  on  the  shoulders  by  metal  clasps. 

Fig.  5 1,  no.  7  represents  Ajax^  son  of  Oileus,  in  a  crouching  position, 
with  lance  in  hand  and  extended  shield.  He  is  bending  forward,  and 
supports  himself  on  his  bent  left  leg,  while  the  right  knee  lightly 
touches  the  ground.  He  is  in  a  position  which  enables  him  to  spring 
to  his  feet  in  a  moment. 


»  Iliad,  il  448. 
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The  wounded  Greek  (fig.  Si,  no.  8)  in  the  comer  is  lying  on  his  side, 
and  supports  himself  on  his  left  arm,  while  with  the  right  he  is  trying 
to  draw  out  the  deadly  arrow  from  below  his  breast. 

On  the  Trojan  side  we  have  as  foremost  champion -^w^oj  (fig.  51, 
no.  5),  formerly  called  Hector,  in  the  same  attitude  as  his  pendant  and 
opponent,  Ajax  Telamonius,  but  seen  on  his  left  side,  and  therefore 
partly  covered  by  his  large  round  shield. 

Paris  (fig.  51,  no.  4)  is  easily  recognised  by  his  slender  and  elastic 
figure,  and  his  Phrygian  cap.  He  is  completely  clothed  in  a  tightly 
fitting  dress  of  soft  pliant  leather,  which  leaves  only  his  feet  and  hands 
bare.  His  attitude  is  similar  to  that  of  his  counterpart  Teucer,  except 
that  the  left  leg  is  thrown  farther  forward,  by  which  a  lighter  and 
more  springy  appearance  is  given  to  the  figure. 

The  Kneeling  Trojan  (fig.  5{,  no.  9),  answering  to  Ajax  Oileus 
(fig.  51,  no.  7),  is  in  a  very  similar  position  to  the  Greek,  but  supports 
himself  on  his  right  foot,  and  stretches  his  left  leg  farther  behind  him, 
so  as  to  fill  up  the  vacant  space  in  a  natural  manner. 

Tlie  Wounded  Trojan  (fig.  51,  no.  10)  lies  more  on  his  back  than 
his  Greek  pendant  (fig.  51,  no.  8);  his  legs  are  not  crossed,  and  the 
hair,  which  falls  down  the  back,  is  cut  straight  off  below  in  quite  a 
different  manner. 

The  Eastern  Pediment. 

The  arrangement  of  the  group  on  the  eastern  front  of  the  temple 
Pjq   -2.  ^^s  almost  exactly  the  same  as  that 

on  the  western,  described  above.  The 
only  statue  to  which  we  can  give  a 
name  is  that  of  Heracles  (no.  54),'  who 
appears  as  an  archer  in  the  typical 
attitude.  We  have  a  good  example 
THEBAN  COIN.  ^j-  ^j^j^  j^^  ^j^^  fi^Mx^  of  the  Same  hero 

on  old  Thracian*  and  Theban*  coins  (fig.  52). 


*  The  numbers  here  given  do  not  refer  schreibung  der  Glyptothek). 

to  our  plate,  which  is  of  the  western  pedi-  *  O.  Miiller,  Denkmdler  der  alien  Kunsi, 

ment,  but  to  the  original  figures  at  Munich,  i.  31.     Mionnet,  Description  des  Mddailles, 

and   to  Brunn's    admirable   catalogue  {Be-  PI.  55.  $. 
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The  other  figures  are  The  Dying  Trojan  (no.  55)  behind  Heracles 
in  the  left  corner ;  the  Champion  of  the  Trojans  {irpfOTar^ovi/rTV]s\ 
no.  56  (sometimes  called  Telamon);  The  Fallen  Warrior  {no.  57), 
which  is  to  a  great  extent  the  work  of  Thorwaldsen ;  the  unarmed 
Trojan  bending  forward  with  outstretched  arms  to  pick  up  the  body 
of  Gicles  {>). 

Nothing  is  more  remarkable  in  this  great  work  of  iEginetan  art 
than  the  contrast  between  the  perfection  of  the  figures  and  the  utter 
want  of  expression  in  the  face.  We  see  before  us  human  bodies, 
which  the  artist  is  quite  capable  of  representing  in  very  various  atti- 
tudes with  perfect  truth,  but  they  are  not  living,  sentient  beings.  The 
blood  does  not  flow,  the  heart  does  not  beat,  the  breath  is  not  quickened 

Fig.  53. 


THE  DYING   HERO  OF  THE  EASTERN   PEDIMENT. 

by  emotion.  They  remain  alike  unmoved  by  the  joy  of  victory,  the 
affliction  of  defeat,  or  the  pangs  of  approaching  death.  With  a  vacant 
smile  they  deal  or  receive  the  fatal  blow.  We  might  say  of  the 
sculptor  of  the  iEginetan  marbles,  as  compared  with  Pheidias,  what 
Carlyle  said,  somewhat  harshly,  of  Scott  when  contrasting  him  with 
Shakspeare :  *  Your  Shakspeare  (and  your  Pheidias)  fashion  characters 
from  the  heart  outwards ;  your  Scott  (and  your  Gallon  ?)  fashion 
them  from  the  skin  inwards,  never  getting  near  the  heart  of  them.' 

As  the  result  of  long  and  careful  comparison  between  the  eastern 
and  western  groups.  Prof.  Brunn  *  feels  justified  in  claiming  a  marked 
superiority  for  the  former.    The  difference  in  artistic  merit  is  best  seen 


Die  Aeginet.  Giebelgr,  Sitzung  d.  kofi.  baier.  Acad,  1868,  Bd.  ii. 
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by  comparing  the  dying  Hero  {fig.  53,  on  page  129  *)  behind  Heracles  in 
the  eastern  pediment  with  the  corresponding  figure  in  the  western.  In 
the  former  there  is  hardly  any  trace  of  the  leanness  and  stiff  angularity 
which  characterise  the  latter,  and  indeed  almost  all  the  figures  of  the 
western  pediment.  The  conventional  ^Eginetan  rigidity  is  partially 
broken  through  in  the  treatment  of  the  dying  hero,  the  whole  system 
of  veins  is  expressed,  and  there  is  even  some  attempt  to  imitate  the 
skin  on  the  right  shoulder  and  the  stomach  near  the  navel.  As  we 
look  at  this  beautiful  figure,  the  fact  that  it  is  only  removed  in  time 
by  about  fifty  years  from  the  pedimental  groups  of  the  Parthenon 
does  not  seem  to  us  very  strange,  great  as  we  must  acknowledge  the 
difference  to  be  between  them. 

But  it  is  not,  as  Brunn  points  out,  a  uniform  superiority  of  execu- 
tion in  the  eastern  group  which  strikes  us  so  much  as  indications  of 
greater  independence  and  higher  aims,  and  a  certain  inequality  of 
style  which  speaks  of  transition.  In  mere  correctness  the  western 
group  has  decidedly  the  advantage  over  the  eastern ;  but  while  it 
shows  fewer  faults,  it  has  also  fewer  beauties.  In  the  former  we  see 
that  the  artist  is  perfect  master  of  his  work,  that  his  hand  can  exe- 
cute all  that  his  mind  conceives ;  while  the  latter  betrays  a  striving 
after  a  higher  perfection  which  is  not  always  successful.  It  is  from 
these  and  similar  observations  that  Professor  Brunn  is  disposed  to 
think  that  they  are  by  different  hands,  and  to  regard  the  western 
group  as  the  work  of  an  older  artist  grown  grey  in  his  school — perhaps 
Gallon  himself — and  the  eastern  by  a  more  independent,  more  am- 
bitious, but  technically  less  skilful  master — perhaps  Onatas.' 

These  remarkable  productions  of  early  plastic  art  have  excited 
the  highest  admiration  of  both  the  anatomist  and  the  sculptor.  The 
intimate  knowledge  of  the  human  form  and  the  technical  mastery 
they  display  are  truly  wonderful.  Notwithstanding  the  great  variety 
of  attitudes  into  which  the  figures  are  thrown,  they  need  no  artificial 
support ;  and  the  shields  more  especially,  which  are  chiselled  to  a 
thickness  of  not  more  than  two  inches,  are  masterpieces  of  clever 
workmanship. 

>  No.  55  of  the  original  group.  *  Pausan.  v.  25.  8  ;  and  supra,  84. 
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Charioteer,  called  Baton  ^ 

(Fig.  54), 

a  small  archaic  bronze  of  great  beauty, 
about  six  inches  high,  in  the  cabinet  of 
antiquities  at  Tubingen,  is  mentioned  here 
because  it  resembles  the  -^ginetan  figures 
in  style,  though  the  face  is  much  more  ex- 
pressive. The  name  of  Baton^  the  charioteer 
of  Amphiaraus,  is  given  to  this  figure  be- 
cause he  appears  to  be  restraining  his  ex- 
cited horses  when  at  their  utmost  speed,  as 
if  he  suddenly  saw  before  him  the  yawning 
gulf  in  which  both  heroes  and  horses  were 
swallowed  up.  This  interesting  example 
of  genuine  archaic  style  is  full  of  originality 
and  spirit,  and  the  execution  shows  both 
diligence  and  skill. 


Fig.  54. 


ARCHAIC  BRONZE  OF 
CHARIOTEER. 


WORKS  OF  THE  PELOPONNESIAN  AND   OTHER 
GREEK  SCHOOLS. 

We  have  but  few  remains  from  this  period  of  Peloponnesian  art, 
the  chief  centres  of  which  were  still  Argos  and  Sicyon.  Among  the 
few  is  a  relief  on  a  peristomion^  (the  low  wall  surrounding  the  mouth 
of  a  well)  discovered  in  Corinth,  belonging  to  Lord  Guildford,  repre- 
senting 

The  Wedding  of  Heracles  and  Hebe 

(Fig.  55), 

or,  rather,  the  XkBoo-i^  (the  formal  surrender)  of  the  bride  to  the  bride- 
groom by  her  parents.    Heracles  is  bearded,  and  carries  his  customary 


'  The  charioteer  of  the  unfortunate  hero,  Amphiaraus.     Vide  w/n?,  p.  7^- 
*  Puteal  sigillatum. 
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attributes,  the  lion's  skin  and  the  bow.  Athene,  as  his  patroness, 
precedes  him  with  her  helmet  in  her  hand,  and  he  is  followed  by  his 
mother  Alcniene,  who,  as  a  matron,  is  richly  dressed.  The  figure  of 
the  bride  and  all  her  surroundings  are  pourtrayed  with  unusual  deli- 
cacy and  refinement.  With  drooping  Tiead  and  maidenly  reluctance, 
holding  up  a  flower  in  her  right  hand,  she  half  follows  and  is  half 
drawn  along  by  Aphrodite^  who  turns  to  her  as  if  chiding  her  delay. 
Behind  her  is  another  figure,  probably  Peitho,  the  Goddess  of  Per- 
suasion, who  lays  her  hand  on  the  elbow  of  the  lingering  Hebe, 
gently  forcing  her  to  the  dreaded  meeting  with  her  expectant  lover. 
In  front  of  Aphrodite  marches  Hermes^  and  before  him  Here^  the 
mother  of  the  bride,  who,  like  Alcmene,  is  heavily  and  richly  robed. 
The  style  of  this  relief  lies  between  archaic  stiffness  and  the  freedom 
of  a  later  period,  on  which  account  it  is  sometimes  classed  among 
archaistic  rather  than  archaic  works. 


Peleus  and  Thetis 

are  represented  in  two  bronze  figures  in  the  museum  at  Florence, 
which  form  the  foot  of  some  utensil  of  the  same  material.  They 
represent  the  favourite  scene  of  the  struggle  between  Peleus  and  Thetis, 
often  depicted  on  Greek  painted  vases,  in  which  the  goddess  en- 
deavours to  escape  from  the  assiduities  of  her  mortal  lover  by 
assuming  the  shape  of  various  animals.*  The  transformation  is  indi- 
cated by  the  presence  of  wild  beasts,  who  endeavour  to  second  her 
resistance.  A  similar  bronze  support,  belonging  to  the  same  utensil, 
represents  Perseus  slaying  Medusa,  The  composition  of  these  groups 
is  somewhat  marred  by  the  constraint  of  the  triangular  form  in  which 
they  lie,  but  the  execution  is  refined  and  elegant. 


*  This  was  a  very  favourite  »/^/j/with  the      Cameirus  (Island  of  Rhodes),  in  Brit.  Mus., 
painters  of  Greek  vases.     See  the  splendid      table-case  L.  No.  i. 
polychrome  and  gold  vase  from  a  tomb  in 
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The  Dying  Amazon 

(Fig.  56), 

a  marble  statue  in  Vienna,  of  which  the  arms,  the  whole  left  leg, 
and  the  right  leg  from  the  knee  downwards  are  wanting.  She  is 
wounded  in  the  left  breast,  and  the  drooping  head   and  sinking  form 

suggest  the  idea  that  she  formed  part  of 

a  group,    like    that    on    the   Pulzky  gem 

(fig.  56,  a)   at  Pesth,  in   which  tlie  dying 

PenthesiUa  is  supported  by  Achilles,     There 

is,  however,  a  mark   on  the  thigh    which 

seems  to  imply  that    the  lost    right   arm 

hung  listlessly   by  her   side.     This  would 

imply   a   different   attitude    from    that   of 

Penthesilea  in  the  gem.     It  is  characteristic 

of  the  art  of  this    period,  that  while   the 

whole  body  is  full  of  expression,  no  suffering 

or  even  emotion  shines  through  the  face. 

The  figure  has  an  additional  value  as  an 

example  of  the  Amazon  type   before  the 

time    of   Pheidias.      The  Amazon  of  the 

golden  age  of  art  wears  a  very  light  scanty 

dress,  which  allows  the  proportions  of  the 

beautiful  but  somewhat  masculine  form  to 

THE  DYING  AMAZON.  be  scen,  and  leaves  one  shoulder  and  one 

breast    bare.      In  the   older   style   of  the 

statue  before  us  the  shoulder  is  covered,  but  only  by  the  chiton, 

so  that  a  lively  contrast  is  effected  between  the  different  materials 

and  folds  of  the  upper  and   lower  garments.     The  covering  of  her 

head  is  a  kind  of  skullcap,  probably  with  a  small  crest,  very  similar  to 

those  which  we  see  on  the  Roger  Amazon  vase,^  and  in  the  Orpheus 

of  the  famous  relief  in  the  Villa  Albani. 


»  Gerhard,  AuserUsene  Vasenbilder,  iv.  329,  330.     Friederichs,  Bausteine,  p.  68. 
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CHAPTER   XII. 
ARCHAISTIC  {PSEUDO-ARCHAIC)  ART. 

The  term  arc/iaistic,  i.e.  pseudo-archaic,  is  applied  to  a  class  of  imita- 
tions in  which  not  so  much  individual  works  of  art  as  particular 
styles  and  types  are  copied.  They  are  for  the  most  part  the  pro- 
ductions of  artists  of  an  advanced  period,  who  divest  themselves  as 
far  as  they  are  able  of  their  superior  knowledge  and  freer  style,  and 
affect  the  rude  and  cramped  manner  of  an  earlier  and  less  skilful  age. 
It  is  a  constantly  recurring  phenomenon  in  the  history  of  mankind 
that  the  wealthy  and  luxurious  of  an  over-refined  era  conceive  a 
passionate  love  for  all  that  savours  of  the  primitive  simplicity  and 
rudeness  of  primaeval  life.*  This  longing  of  the  sated  and  jaded 
palate  for  coarse  and  simple  food  is  particularly  observable  in  the 
Emperors  Augustus  and  Hadrian,  and  the  beau  monde  of  Rome  saw 
beauty  through  their  masters*  eyes.  Hadrian's  morbid  taste,  which, 
careless  of  beauty,  sought  only  the  antique,  led  him  back  even  to 
Egyptian  art.  During  the  reigns  of  these  monarchs,  therefore,  the 
copyists  were  employed  in  reproducing,  not  the  noblest  or  the  most 
beautiful,  but  the  most  ancient,  and  even  the  most  grotesque  pro- 
ductions of  earlier  times.  A  still  more  fruitful  source  of  archaistic 
imitation  than  even  imperial  caprice  was  religious  reverence  for 
antiquity.  The  rude  idols,  which  were  little  more  than  symbols,  were 
hallowed  by  the  pious  veneration  of  past  ages,  and  retained  a  magic 
influence  over  the  minds  of  succeeding  generations.  The  Muse  of 
Religion  is  always  fondly  looking  back  to  a  time  of  purer,  firmer  faith, 
and  loves  to  surround  herself  with  the  objects  which  have  come  down 


*  Plerumque  gratse  divitibus  vices.  * 
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from  that  better  and  holier  age.  The  very  sense  of  our  own  sorrow- 
ful scepticism  inclines  us  to  invest  with  a  peculiar  sanctity  whatever 
has  been  hallowed  by  the  undoubting  worship  of  our  forefathers.  It 
is  the  same  feeling  which  leads  us  to  guard  against  any  attempt  to 
change  the  phraseology  of  our  Bible,  to  cling  with  tender  reverence 
to  the  prayers  of  our  Church,  the  products  of  a  more  believing  age — 
to  think  that  there  breathes  in  them  an  tpffeoPf  a  spirit  of  faith  and 
holiness,  not  always  to  be  found  in  the  polished  diction  of  *  enlightened ' 
divines  of  our  own  day.  When  /Eschylus  was  asked  by  his  brothers 
to  write  a  new  paean,  he  replied  that  the  old  one  of  Tynnichus  was 
the  best ;  *  that  a  paean  by  himself  would  fare  as  new  statues  by  the 
side  of  more  ancient  ones  ;  for  the  latter,  with  all  their  simplicity,  were 
regarded  as  divine,  while  the  more  carefully  executed  modern  works 
were  admired  indeed  for  their  skilful  execution,  biit  produced  far  less 
the  impression  of  godhead.^  Even  Pausanias,  who  lived  nearly  to  the 
end  of  the  second  century  of  the  Christian  era,  recognised  the  divinity 
of  the  grotesque  and  clumsy  images  ascribed  to  Daedalus.*  It  is  not 
to  be  wondered  at,  therefore,  that  side  by  side  with  the  ever-progressive 
secular  art,  which  changed  with  the  changing  views  and  tastes  and 
the  growing  skill  of  the  times,  the  fabrication  of  religious,  or  rather 
hieratic,  images  was  carried  on,  in  which  the  artist  deviated  as 
little  as  possible  from  the  ancient  form.  We  have  already  seen  one 
example  of  this  tendency  in  the  copy  which  Onatas  the  iEginetan  made 
after  the  Persian  war,  of  the  Black  Demcter  with  the  horse's  head.* 
Another  is  the  strange  figure  of  Athene  on  the  Panathenaean  oil-jars,* 
which  remained  unchanged  when  Athenian  art  was  at  its  height.  It 
is  evident  that  it  was  in  this  guise  that  the  pious  worshippers  of  the 


*  Socrates  (Plato,  /on,  534  d)  gives  Tyn-  \4yfi  tSprifid  n  Moiiraif. 

nichus  as  a  remarkable  example  of  an  in-  *  The  best   testimony  of  this  is   Tynni- 

significant  person  divinely  inspired :   'Hfius  chus  the  Chalcidian,  who  never  composed 

ol  iucoiovrts  (I8a>/iiev  8t<  o^x  o5to(  tiffiy  ol  a  poem  worthy  of  mention  except  the  psean 

ravra  \4yovTes  ofhw  iroWov  4|ta,  oh  vovs  fi^  which  we  all  sing,  almost  the  most  beautiful 

irap4<rriv  &AA'  6  Sfhs  ai/T6s  itrriv  6  K4ytfv  iik  of  all  songs,  which,  as  he  himself  says,  was 

ro^rwy  8i  <^94yyeTcu  irpits  iffias.     M  4  y  iff  top  really  an  invention  of  the  Muses.* 

8i     TtKtijpiOV    TV     \6y<p      TipviXOS     6  •  ravra  yip  ital  «,rA««  irtimWi'^ «««  KO,ii^t<r««t 

4irolyifft  wolrifia,  Brov  ris  &v  i^idfftit  «€ow  «  fiofav  frroK  i^ttK. 

fiviiffBfivai  rhv  5i  iraiwya    (iraiaya)  hy  ■  Vide  J«/ra,  p.  18. 

wdpT€s  fBovfft   <rx«5<Jv   ri  irdvrav  /*€-  *  Vide  JKt/rrt,  p.  86. 

Kwp   adWiffroy   &rcxvwf    Strtp   avrhs  *  Vide  J«/ra,  fig.  35,  p.  102. 
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goddess  figured  her  to  themselves,  when  they  thought  of  the  Atliene 
PoliaSy  the  protector  of  the  citadel.  Most  of  the  archaistic  produc- 
tions were  a^i^pviuna,  temple-images,  objects  of  actual  adoration ; 
and  it  was  no  uncommon  thing  to  see  the  rude  productions  of  the  in- 
fancy of  art  in  the  same  temple  with  the  highest  achievements  of  the 
greatest  masters.  And  when,  as  we  are  told,  a  satyr  by  Praxiteles 
was  placed  beside  a  clumsy  wooden  image  of  Dionysus,  the  religious 
feelings  of  the  worshipper  would  deem  it  fitting  that  the  god  should 
be  represented  in  the  ruder  but  more  ancient,  and  therefore  holier 
form,  while  his  semi-bestial  follower  was  fashioned  by  art  in  its  fullest 
development.^ 


The  Archaistic  Artemis  at   Naples 


(Fig.  57), 

one  of  the  most  beautiful  specimens  of  the 
temple-image,  was  discovered  in  1760  at 
Pompeii,  in  a  small  fane,  of  which  it  was 
the  presiding  deity.  Like  many  others  of 
the  same  nature  it  is  smaller  than  life,  being 
only  4  ft.  2  in.  in  height.  It  was  foimd  in 
an  excellent  state  of  preservation,  and  the 
only  parts  wanting  are  the  fingers  and  the 
'  object  which  the  goddess  held  in  her  right 
hand.  The  form  is  particularly  elegant 
and  pleasing,  in  spite  of  a  certain  archaic 
stiffness-— especially  in  the  line  from  the 
back  of  the  head  to  the  right  foot — which 
is  out  of  keeping  with  the  perfectly  free 
style  of  the  nude,  parts,  and  with  the  dimple 
in  the  chin,  so  unbecoming  a  Diana.  The 
shape  of  the  eyes,  too,  and  the  lovely 
flowing  locks  of  the  hair,  also  indicate  its 
later   origin.*      The   original    from  which 


Fig.  57. 


ARCHAISTIC   ARTEMIS 
AT   NAPLES. 


*  Friederichs,  Bausteine^  P-  /!• 


Ibid,  p.  73. 
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this  statue  is  copied  was  anterior  to  the  formation  of  the  type 
of  Artemis  which  we  are  accustomed  to  see  in  works  of  a  later 
period.  In  these  she  is  represented  in  lighter,  slimmer  proportions, 
better  suited  to  the  fleet  maiden  huntress,  and  in  a  short  {niida  genu) 
sleeveless  garment,  and  without  the  long  locks  of  hair  which  early 
art  seems  to  have  considered  an  indispensable  attribute  of  divinity. 

The  traces  of  colour  in  this  figure  were  very  abundant  on  its  first 
discovery,  and  are  still,  after  the  lapse  of  a  century,  distinctly  visible. 
The  hair  was  gilded  to  represent  the  blonde  locks  attributed  by  the 
poets  to  Artemis,  and  by  Pindar  *  to  all  the  Greeks.  The  head-band 
or  diadem  round  her  head  was  white,  and  the  rosettes  with  which  it 
is  adorned  were  gilded.  Both  her  upper  and  lower  garment  had  a  red 
border  edged  with  a  gold  stripe  and  adorned  with  flowers.  The  band 
across  her  breast,  which  supported  a  quiver,  was  painted  red,  as  were 
also  her  sandals,  but  no  trace  of  colour  has  been  discovered  on  the 
nude  parts.  We  should  mention  that  even  this  figure  has  been  re- 
garded by  some  writers  as  a  genuine  archaic  work.* 

Archaistic  Athene. 

(Fig.  58.) 

This  celebrated  torso,  which  has  been  since  1728  in  the  museum  at 
Dresden,  is  of  a  much  later  date  than  the  foregoing,  although  it  is 
also  a  copy  of  a  very  ancient  temple-image.  The  prototype  was 
probably  the  Athene  Polias,  worshipped  in  the  Erechtheum,  to 
whom  a  garment  was  offered  every  year,  on  the  border  of  which  the 
battle  of  the  Gods  and  Giants  was  embroidered.  The  head  and 
arms  are  wanting,  but  it  is  generally  assumed  that  the  goddess 
stood  in  an  attitude  of  attack,  with  a  lance  in  her  upraised  hand  ; 
and  it  is  thus  that  the  statue  has  been  restored  by  the  sculptor 
Rauch.  Thorwaldsen  and  others  think  that  her  position  is  a  much 
quieter  one,  similar  to  that  of  the  Athene  in  the  ^ginetan  group 
at  Munich,  which  the  torso  resembles  also  in  the  arrangement  of 
the   robes,  and  in  the  broad   stripe  which  runs  down   the  front  of 


*  Nem,  ix.  17:  Icu^oKo/tav  Aewoiv.  *  Kugler,  Gtschichtt  (Ur  Kunst^  p.  124. 
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them.      It  is  the  plastic  ornament  of  this  stripe  which  betrays  the 

copyist.      In   a   really   archaic    statue    the  fig.  58. 

border    would    have    been    left   smooth,   or 

painted,  or  at  most  decorated  with  a  very 

low  relief  in  the  same  style  as  the  figure 

itself,  and  not  as  here  in  the  manner  of  a 

very  advanced  period  of  art  (fig.  58,  d). 


The  Archaistic  Pallas, 

discovered  in  Herculaneum  and  now  in  the  "^ 

museum  at  Naples.     In  this  figure,  which  is  ^r 

in  perfect  preservation,  the  goddess  is  repre-  ^ 

sented  brandishing  a  lance  in  her  right  hand, 

and  extending  her  aegis  in  her  left  arm  by 

way  of  shield.   The  position  of  the  legs  gives 

a  disagreeable    impression  of  insecurity  to 

the  figure,  and  can  only  have  been  adopted 

to   produce    the    stiff  uniformity    and    the 

straicfht    and    parallel    lines   of    the   dress, 

^  ^  ARCHAISTIC   ATHENE  AT 

necessary  to  give  it  the  archaic  character.  Dresden,  p.  138. 


'  Zeus  Talleyrand/ ' 

an  archaistic  bust,  formerly  called  Trophonitis,  is  said  to  have  been 
found  in  Greece,  whence  it  came  into  the  possession  of  Prince 
Talleyrand,  and  is  now  in  the  Louvre.  Some  writers  discover  in  it  a 
great  resemblance  to  the  type  of  the  Indian  Bacchus,*  although  it  is 
much  thinner  in  the  face.  The  head  is  crowned  with  palm  leaves  and 
flowers.  The  cut  of  the  pointed  beard,  and  the  schematic  separation 
between  it  and  the  whiskers,  are  characteristic  of  the  archaic  style. 


»  Kekule,    Arch.    Zeiiung,   xxxii.    1874,  «  Brann,    Bullet,   d,    Inst,    Arck.    Rom. 

p.    96.      Overbeck,    Gr,  Kimst-Afythologie^       p.    200.      Friederichs,    Bausteim^    p.    77. 
Zeus,     V.   Sybel,  Das  Bild  dcs  Zeus,  1876.       Michaelis,  Arch,  Zeit,  1866,  p.  254. 
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It  seems  to  be  the  result  of  a  wish  to  blend  the  severity  of  the 
antique  with  the  almost  dandified  elegance  of  a  declining  age,  like 
that  of  Hadrian,  'It  is/  says  a  recent  writer,*  *  a  compendium  of 
ancient  art-history.  The  hair  is  archaic,  the  head  is  in  the  free  and 
high  style,  with  ideal  Greek  profile,  and  the  ornaments  of  the  head 
belong  to  a  late  period  of  decline,  and  are  thoroughly  unplastic' 

Archaistic  Artemis, 

discovered  in  1792  aj  Gabii  and  now  in  the  Glyptothek  at  Munich. 
Its  pictorial  character  forbids  us  to  ascribe  the  invention  to  an 
early  period  of  Greek  art,  and  the  execution  is  apparently  Roman.' 
•  Nothing  can  be  further  removed  from  the  common  idea  of  Artemis, 
with  her  uncovered  head  and  frank  open  countenance,  than  this 
figure  with  the  long  veil  flowing  down  the  back  of  her  neck  almost 
to  her  sandalled  feet,  and  the  long  locks  which  fall  upon  her  breast. 
She  is  dressed  in  a  short-sleeved  chiton  open  at  the  left  side,  and 
confined  by  a  girdle.  The  quiver  is  supported  by  a  band  over  the 
right  shoulder,  which  is  ornamented  with  a  very  flat  relief.  The 
garland  or  diadem  on  the  head  is  formed  of  small  roebucks  and 
candelabras,  and  in  her  right  hand  she  holds  up  a  deer  by  its  fore- 
legs. The  position  of  the  feet,  which  hardly  touch  the  ground,  seems 
to  indicate  rather  hovering  or  floating  than  mere  walking.  The  whole 
effect  indeed  is  so  little  that  of  the  maiden  huntress,  that  the  artist 
must  be  thinking  of  her  as  the  goddess  of  the  moonlight,  flitting 
with  torch  in  hand  (tpcoa-tpSpos)  over  forest  and  hill.* 

Archaistic  Pansherma, 

discovered  by  Hamilton  in  1779,  near  Civita  Lavigna,  and  now  in  the 
Townley  collection  of  the  British  Museum.     This,  too,  is  a  refined 


*  Ludw.  V.  Sybel,  op.  cit,  Iphigenia  in  Taur.  21  :  €C|«  ^maA6p^  B^tuf 

'  Brunn,    Beschreibung    der    Glyptothek,  Ot^     Aristoph.  Zys.  443  :  rf  t*  dpa  k^  r^r 

p.  115.  *c0<r(l>6pov  {" Apr ffiiy).      The  Scholiast  says: 

■  The  epithet  *aff<p6pos   was  applied  to  t^v  "Afntfiw  othws  indXavv,  iwrl   SfSoOxos ; 

Artemis  as  well  as  Hecate,  or  we  may  rather  tj  ainii  r^  ^Ekdrji, 

say  Artemis    in   the   character   of  Hecate. 
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modification  of  the  old  naturalistic  idol.  It  is  characterised  as  Pan 
by  the  pointed  ears,  the  'Roman  nose/  and  the  projecting  lower  jaw, 
which  remind  us  of  the  goat;  but  the  conventional  style  of  the 
representation,  and  the  garland  of  palm  leaves  on  the  head,  give  it 
an  air  of  modern  elegance  at  variance  with  the  subject  itself.* 

We  must  remember,  however,  that,  in  imitating  the  antique,  the 
artist  of  Imperial  Rome  had  often  no  other  motive  than  the  desire  to 
indulge  his  own  fancy  or  that  of  others,  or  to  multiply  a  type  which 
had  become  fashionable.  We  know  that  Fashion  was  no  less  irra- 
tional, arbitrary,  and  capricious,  no  less  antagonistic  to  genuine  art — 
which  is  founded  on  the  deepest,  noblest  and  most  enduring  feelings 
of  our  nature — than  in  the  present  day.  And  as  the  worshippers  of 
Fashion  outnumbered,  then  as  well  as  now,  the  votaries  of  all  the 
other  Gods  together,  the  majority  of  archaistic  works  were  probably 
designed  for  ornamental  purposes. 

Four-sided  Pedestal 

of  marble,  discovered  in  1857  on  the  eastern  side  of  the  Parthenon, 
and  still  in  Athens.  The  reliefs  which  adorn  it  afford  a  good  example 
of  the  earlier  and  better  imitation  of  the  archaic  manner.  It  probably 
formed  the  basis  of  a  statue  of  HepkcestuSy  who  with  his  attribute, 
the  hammer,  occupies  the  foremost  place  in  the  reliefs.  The  other 
recognisable  forms  are  Hermes  with  the  short  light  chlamys  of  the  mes- 
senger of  the  Gods,  and  Pallas  Athene  with  spear  and  helmet.  The 
third  figure  carries  a  long  staff,  which  may  be  the  thyrsus,  but  the 
end  is  broken  off.  The  least  practised  eye  would  hardly  be  deceived 
by  this  imitation  of  archaic  simplicity.  The  general  effect  is  con- 
strained and  artificial,  and  many  of  the  details — e.g.  the  position  of 
the  feet,  which  in  genuine  archaic  works  are  flat  on  the  ground,  the 
ridiculously  small  waist  of  Athene,  &c. — betray  the  copyist' 


>  Friederichs,  Bausteine,  p.  78.  ^  Ibid,  p.  79.     Overbeck,  Gesch.  d,  Plastik,  i.  170. 
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The  Wedding  of  Zeus  and  HfeRii: 

is  the  subject  of  a  relief  on  a  four-sided  marble  altar  in  the  Villa 
Albani  at  Rome.  Here,  as  in  the  wedding  of  Heracles  and  Hebe, 
described  above,  the  l/cSo<rt^,  the  solemn  procession  which  accompa- 
nied the  bridal  pair  into  the  house  of  the  bridegroom,  is  represented. 
The  subject,  which  is  also  treated  on  old  Greek  vases,  is  the  more 
intere^ing  because  it  is  taken  from  scenes  of  actual  Greek  life. 
Arteinis  precedes  as  Goddess  of  Marriage,  torch  in  hand  because  the 
ceremony  took  place  in  the  evening.  Next  to  her  comes  her  mother 
Leto  (or,  as  some  conjecture.  Here's  mother  Rhea,  or  her  nurse  Te- 
thys),  then  the  majestic  bridal  pair — Zeus  with  thunderbolt  and  royal 
sceptre,  and  Hiri  veiled  as  a  bride  and  holding  a  sceptre,  with  the 
proud  eyes  cast  down,  for  once,  in  maiden  modesty.  Behind  them  walk 
Poseidon  ;  Demetcr  bearing  her  attributes,  ears  of  com  and  poppies, 
and  wearing  the  modius  (fruit-measure)  on  her  head,  the  symbol  of 
her  beneficence  ;  Dionysus  wearing  his  leopard's  skin  ;  Hermes ;  and 
another  figure,  of  which  only  the  arm  is  preserved.  The  remnant  of  a 
garment  at  the  head  of  the  procession  may  have  belonged  to  Apollo, 
who  would  most  appropriately  lead  the  way  and  chant  the  hymeneal 
song.* 

The  Three-sided  Basis  or  Pedestal, 

at  Dresden,  probably  intended  to  bear  a  tripod  gained  by  the  victor 
in  some  musical  contest,  and  offered  by  him  to  Apollo.  All  the 
three  reliefs  by  which  it  is  ornamented  have  reference  to  the  Delphian 
ritual.  One  of  these  represents  the  contest  of  Heracles  and  Apollo  ^ 
(fig.  59)  for  the  Delphian  tripod,  which  Heracles  carried  off  when  the 
Pythia  refused  to  answer  his   questions.      The  strife  between  such 


*  Friederichs,  Bausteitu,  p.  8i.  was  offered  in  honour  of  their  victory  under 

*  The  Phocians  dedicated  a  tripod  at  Tellias  over  the  Thcssalians  (Herod,  viii. 
Delphi  on  which  the  contest  of  Heracles  and  28,  and  Paiisan.  x.  13.  4).  Vide  supra, 
Apollo  for  the  tripod  was  represented.     It  p.  92. 
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redoubtable  antagonists  could  only  be  stopped  by  the  thunderbolt  of 
their  common  father,  Zeus.  Both  God  and  hero  are  almost  entirely 
nude;  Heracles  with  his  usual  attributes,  lion's  skin,  helmet  and  bow, 
is  bearing  off  the  tripod,  on  which  Apollo,  crowned  with  the  Delphian 
bays,  and  holding  his  bow,  lays  his  hand,  claiming  his  own.  Between 
the  combatants  is  a  cone-shaped  stone,  the  sacred  o/t^a\({y,  the  navel 
of  the  earth,  hung  with  ribbons  ending  in  round  pendants.  The  sub- 
ject is  very  frequently  treated  in  a  freer  and  more  lively  manner  on 
vases  (fig.  60),  and  may  be   seen  on  a  marble  slab  in  the  Louvre, 

Fig.  59.  Fig.  60. 


CONTEST   FOR  THE  DELPHIAN   TRIPOD. 


where  a  great  difference  is  to  be  remarked  in  the  style  in  which  the 
two  figures  are  executed.* 

The  relief  on  the  second  side  represents  the  consecration  of  a  tripod 
(fig.  61),  which  consisted  in  wrapping  it  round  with  ribbons  or  fillets. 
This  office  is  being  performed  by  a  priestess  in  presence  of  a  priest, 
who  is  crowned  with  laurels,  and  holds  a  broom  in  his  hand  as 
cleanser  of  the  temple. 

On  the  third  side  the  subject  is  the  consecration  of  a  iorch^  on 
which  may  be  observed  a  kind  of  hilt  to  protect  the  hand  of  the 
holder  from  the  falling  ashes. 


'  Conf.  the  fine  Greek  relief  on  a  vase  at       Vulci   in   the   Brit.  Mus.,   first   vase  room, 
Athens,  and  the  obverse  of  a  crater  from      table-case  N.  No.  172. 
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The  close  connexion  between  the  three  scenes  is  clear.  The 
actual  contest  for  a  tripod  in  which  the  offerer  had  been  engaged  is 
represented  mythically  by  the  struggle  between  Heracles  and  Apollo ; 


Fig.  6i. 


CONSECRATION  OF  A  TRIPOD. 


then  follows  the  consecration  of  the  victor's  prize ;  and  the  consecra- 
tion of  the  torch  shows  that  the  tripod  had  been  won  in  the  070)1/ 
XafiiraBoOxos,  or  torch-race.* 


>  O.  Muller,  Arc/t,  d.  Kunst^  sec.  96,  20. 
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The  evidence  of  archaistic  imitation  is  seen  in  the  overloaded 
ornament,  executed  in  the  freest  style  and  in  the  taste  of  a  declining 
age,  above  and  below  the  would-be  archaic  reliefs. 

Altar  of  the  Twelve  Gods, 

formerly  belonging  to  the  Borghese  collection  and  now  in  the  Louvre. 
Ottfried  Muller  says  of  this  well-known  work  that  it  is  *  nobly  designed 

Fig.  62. 


ALTAR  OF  THE  TWELVE  GODS. 


and  executed  with  extraordinary  care  and  diligence,'  and  that  it  is  per- 
haps an  imitation  of  the  ^ayfibs  SdySsKa  Ss&v  erected  by  the  Pisistratidae 
in  01.  64.^  The  restorer  (?)  has  done  his  best  to  destroy  the  value  of 
this  beautiful  monument;  for  the  restoration  is  not  only  utterly  incon- 
gruous in  style  with  the  ancient  work,  but  stupidly  erroneous  to  an 
inconceivable   degree.     This  basis,  too,  was   probably  intended   to 


'  O.  Miiller,  ArcA.  tf,  Kunst^  sec.  96,  22. 
L 
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support  a  tripod  :  it  is  three-sided,  the  base  being  broader  than  the 
top.  Each  face  is  divided  into  an  upper  and  lower  compartment. 
In  each  of  the  upper  and  smaller  fields  are  four  gods,  in  two  pairs:  (i) 
Zens  and  Hera^  Poseidon  and  Demcter\  (2)  Apollo  and  ArtemiSy 
HephcBstus  and  Athene \  (3)  Ares  and  Aphrodite ^  Hermes  and  Hestia. 
In  the  three  lower  and  longer  compartments  we  find,  respectively,  the 
Charites  (fig.  62),  the  Horce  and  the  Moerce, 

The  restoration  betrays  great  ignorance  in  almost  every  part,  but 
the  most  fatal  and  ludicrous  mistake  consists  in  giving  Hep/uestus — 
who  holds  his  well-known  attribute,  the  tongs,  in  his  hand — the  form 
and  breasts  of  a  woman  ! 

The  artist  has  succeeded  in  imparting  a  general  air  of  archaism 
to  his  work,  but  the  illusion  is  quickly  dispelled  on  a  closer  examina- 
tion. The  very  arrangement  of  the  group  belongs  to  a  later  period 
than  that  to  which  the  relief  tacitly  professes  to  belong.  The  feet 
are  represented  en  face  instead  of  in  profile,  and  the  conventional  zig- 
zag and  the  artificially  pressed  folds  of  the  hem  of  the  robe  are 
glaringly  inconsistent  with  the  free  and  flowing  lines,  and  the  skilful 
arrangement  of  other  parts.  The  nude  parts  too,  especially  the  arms, 
though  stiff  in  their  position  and  movements,  are  treated  in  the  round 
full  style  of  developed  art* 

Peristomion  (Puteal) 

in  the  Capitoline  Museum  at  Rome.  This  work  is  interesting  as 
another  example  of  the  *  Putealia  sigillata^  such  as  Cicero  imported 
from  Athens  for  his  villa,*  and  which  are  mentioned  in  Horace,*  Ovid,* 
and  Persius.*  But  it  owes  its  chief  importance  to  the  supposed  subject 
of  the  relief,  the  Marriage  of  Pallas  and  Heracles,  which  is  known  to 
art  though  not  to  literature.  The  loves  of  Heracles  and  Athene  are 
frequently  represented  on  ancient  vases.  In  one  of  these  the  hero  is 
standing  before  the  goddess,  holding  her  hand  as  if  to  lead  her  home 
as  his  bride.®     By  the  side  of  Heracles  is  the  inscription  KAA02,  and 


'  Friederichs,  BatisteipUy  p.  84.  ^  Rem.  Am,  561.  *  4.  49. 

«  Cic.  ad  Att,  i.  10.  3.  •  Gerhard,   TrinkschaUy  t.  c.  7.     Siackel- 

»  Sat  ii.  6.  35  ;  Epist.  i.  19.  8.  berg,  Grab.  d.  Hellefien,  i.  13.  3. 
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by  Athene  NHNI  {young  woman),  twice  repeated.*  On  a  Sicilian  vase 
we  find  the  same  subject  treated  somewhat  differently.  Hermes  is 
just  departing  after  having  brought  Athene  to  Heracles.  Behind  the 
latter  is  Alcmene  (or  Aphrodite),  who  holds  a  flower  in  her  left  hand. 
In  some  of  the  scenes  of  the  same  kind  on  vases  we  find  the  figure 
of  Eros,  and  on  an  Etruscan  mirror  Turan,  the  Goddess  of  Love,  is 
depicted.  Gerhard*  thinks  that  even  the  cup  of  Sosias  represents 
the  marriage  of  Heracles  and  Athena.  In  the  majority  of  cases 
Pallas  is  a  consenting  party,  but  in  others  she  appears  to  be  fleeing 
from  his  overtures,'  and  in  Etruscan  works  she  is  coarsely  represented 
in  a  struggle  with  her  lover.* 

The  copyist  is  here  sufficiently  exposed  by  his  representing  Hermes 
with  a  smooth  face  and  youthful  figure.  In  real  archaic  work  he 
would  have  a  beard. 


Apollo  and  Nike 

a  marble  relief  in  the  British  Museum,  in  which  Nik^  is  represented 
pouring  out  wine  from  an  upraised  ewer  (^poypos)  in  the  graceful 
attitude  of  a  cup-bearer.  The  original  work  was,  no  doubt,  the  offer- 
ing of  a  victor  in  a  musical  contest  to  the  God  of  melody,  the  inspirer 
of  musical  genius  and  the  giver  of  victory.  Reliefs  with  the  same  design 
exist  in  Paris  and  Berlin.  The  Berlin  relief  (fig.  63),  which  was  taken 
by  Napoleon  from  the  Villa  Albani,  contains  two  additional  figures — 
Leto  and  Artemis — the  Tetnple  of  Delphi  with  its  sacred  plane  tree, 
and  a  pillar  on  which  stands  a  small  rude  image  of  Apollo  holding 
out  a  cup.  The  elaborate  ornamental  detail  in  this  work  would  be 
sufficient  to  stamp  it  as  an  archaistic  production  of  a  late  period,  but 
the  anachronism  of  a  Corinthian  pillar  in  a  professedly  archaic  relief 
places   the  matter  beyond   all    doubt.     We  may  indeed  assign  this 


*  Welcker,  Rhein.   Mus.  iv.  479.     Conf.  ■  Braun,  Tages  1/.  d,  Heracles  u,  d,  Minena 
Anacreon,  Fragm.   15.     Bergk:   i^vi  toiki-  heilige  Hochzeit,  t.  2.  b. 

Xotra^ifidK^,      *  maiden     with     embroidered  *  O.  Jahn,  Arc^dologische  Beitrdge,  p.  83. 

sandals.'  O.  Miiller,  Arch,  d.  K'unst,  p.  572. 

*  Gerhard,  Trinkschah,  t.  c.  8. 
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work  to  a  period  subsequent  to  Scopas,  who  was  the  first  to  introduce 
the  dithyrambk  element  into  sculpture,  here  represented  in  the  agi- 
tated movements  of  Apollo. 


Fig.  63. 


RELIEF  OF  APOLLO  AND  NIKft. 

The  Three  Charites  (Graces), 

in  a  marble  relief  discovered  near  the  Lateran  at  Rome,  and  now 
in  the  Chiaramonti  gallery  of  the  Vatican.  We  feel  some  compunc- 
tion in  classing  it  among  archaistic  works,  as  is  done  by  the  chief 
authorities  on  the  subject,  and  are  inclined  to  regard  it  as  a  genuine 
archaic  production  of  a  very  early  period.  It  would  be  difficult  to 
imagine  three  female  forms  more  unlike  the  received  notion  of  the 
Graces  than  these  long-robed  and  clumsy  figures  ;  and  equally  hard 
to  believe  that  an  artist  of  a  late  period  of  fully  developed  art  could 
bring  his  hand  to  work  in  so  rude  a  style.     The  arguments  against 
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its  genuineness  are  chiefly  derived  from  the  attempt  to  distinguish 
between  the  three  Graces  by  a  difference  in  the  position  of  the  body 
and  head,  in  the  dress,  and  in  the  arrangement  of  the  hair ;  the  ten- 
dency in  genuine  archaic  representations  being  to  make  figures  of  this 
kind  almost  exactly  alike.  The  Gratia  to  the  right  is  placed  in  profile, 
the  two  others  eii  face.  All  three  have  thick  hair,  but  the  central  figure 
wears  a  <rTz^avr\  (diadem),  the  one  on  the  right  a  cap,  and  the  hair  of 
the  third  falls  down  her  back. 

There  are  several  fragments  of  reliefs  in  Athens  in  almost  exactly 
the  same  style,  which  are  generally  acknowledged  to  be  archaic.^ 

Chair  of  the  Priests  of  Dionysus, 

found  in  the  theatre  of  Dionysus  at  Athens.  The  archaistic  reliefs 
on  the  back  of  this  magisterial  seat  are  in  strange  contrast  to  a 
crouching  figure  of  Eros  with  a  fighting  cock,  both  of  which  are 
executed  in  the  freest  style. 


'  Cavaccppi,  Raccolta,  iii.   13.      Conf.  Annal,  d,  Inst.   1865,  p.  267,  and  Scholl,  Arch. 
MUth.  p.  26,  27,  n.  12,  13. 
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CHAPTER   XIII. 

HISTORY  OF  ARTISTS. 

Pythagoras,  Myron,  Calamis. 

Although  the  archaistic  imitations  which  formed  the  subject  of  the 
last  chapter  assist  us  materially  in  gaining  an  acquaintance  with  the 
general  features  and  the  more  striking  criteria  of  the  archaic  style,  they 
do  not  help  us  to  write  the  history  of  the  development  of  Greek  art.  If 
it  were  not  for  the  discovery  of  the  ^Eginetan  marbles,  we  should  have 
no  conception  of  the  manner  of  such  artists  as  Canachus,  Gallon,  Onatas 
and  Ageladas.  The  ancient  writers,  who  speak  of  them  with  praise, 
give  no  such  description  of  their  style  as  would  enable  us  to  form  a 
clear  conception  of  its  character.  Non  constat  sibi  in  hoc  parte  Grce- 
corum  diligentia^  as  Pliny  remarks  in  regard  to  the  early  history  of 
painting.  When  we  pass,  in  our  review  of  the  works  of  Greek  art 
which  time  has  spared,  from  the  iEginetan  group  to  the  marbles  of  the 
Parthenon,  we  seem  to  attain  to  the  summit  of  perfection  by  a  sudden 
leap,  and  not,  as  usual,  by  toiling  up  a  long  and  gradual  ascent.  A  closer 
consideration,  however,  will  convince  us  that  the  two  groups  are  not 
separated  from  one  another  by  so  very  deep  a  chasm  after  all. 

In  the  history  of  art,  as  in  other  histories,  every  great  prophet  has 
his  forerunner,  and  every  king  his  herald.  When  we  consider  the 
qualities  which  go  to  form  a  great  sculptor — the  genius,  the  knowledge, 
the  labour,  and  the  technical  skill — we  shall  convince  ourselves  that  even 
Pheidias  did  not  spring  suddenly  in  full  armour  from  the  head  of  Jove, 
but  was  slowly  and  naturally  formed  in  the  womb  of  time. 

The  most  important  change  in  the  position  and  prospects  of  the 
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artist  during  the  period  of  which  we  have  been  speaking—  a  change 
without  which  no  Pheidias  could  have  arisen — was  his  gradual  emanci- 
pation from  hieratic  bonds.  Greek  art  remained  indeed  essentially 
religious.  In  his  treatment  of  religious  subjects  the  sculptor  was 
still  controlled  by  his  own  reverential  feelings  or  the  prejudices  of 
others,  as  we  saw  in  the  case  of  Onatas  and  the  Black  Demeter.  But 
another  field  was  now  opening  before  him  in  which  he  could  freely 
cultivate  and  freely  display  his  highest  powers — I  mean  the  Panhellenic 
games,  and  the  national  Pantheon,  at  Olympia.  The  demi-god  and 
the  hero  (aOavdrois  iKeXos — fificditov  yivos  avBp&v)  were  fitting  and 
legitimate  objects  for  plastic  representation.  When  the  glory  attached 
to  success  in  the  games  at  once  exalted  the  victor  to  heroic  rank,  it 
was  no  more  an  act  of  desecration  in  the  sculptor  to  pourtray  him, 
than  in  the  most  religious  of  poets,  Pindar,  to  sing  his  praises.  It 
was  no  impiety  to  award  him  the  divine  honour  of  a  statue,  and  no 
religious  consideration  forbade  the  artist  to  form  him  exactly  as  he 
lived  and  moved.  The  importance  of  the  religious  halo  thrown  round 
the  Olympian  victors  to  the  development  of  sculpture  can  hardly 
be  overrated.  It  justified  the  sculptor,  who  was  in  a  certain  sense  a 
minister  of  religion,  in  moulding  the  form  of  a  mere  mortal ;  and  as 
it  was  by  bodily  prowess  that  the  victor  gained  his  honours,  it  was  in- 
cumbent on  the  artist  to  make  the  form  and  movements  of  the  body 
the  subject  of  the  most  careful  observation. 

Another  leading  feature  of  the  sculpture  of  the  period  under 
review  is  tAe  prevalence  of  bronze  as  the  usual  material  for  iconic 
statues.  It  is  only  in  Athens  that  we  find  marble  in  statuary  side  by 
side  with  the  ivory  and  wood  of  Endceus.^ 

As  we  know  so  little  of  Ageladas  and  Onatas,  whom  we  might 
otherwise  perhaps  consider  as  forerunners  of  Pheidias,  we  must  confine 
our  attention  to  three  prominent  artists  of  this  period,  who  may  with 
good  reason  be  looked  on  as  having  prepared  the  way  to  that 
summit  of  perfection  which  they  did  not  reach.  These  three  are 
Pythagoras  of  Rhegium^  Myron  of  EleuthercB,  and  Calamis  of  Athens. 


*  Bninn,  KiinstUr-Gtschichtey  p.  123. 
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Pythagoras  of  Rhegium. 


Two  dates  are  given  by  Pausanias/  in  which  Pythagoras  appears  as 
an' independent  worker— viz.  Ol.  73  and  Ol.  77  (488  and  472  B.C.). 
The  same  writer  calls  him  a  pupil  of  Clearchus  of  Rhegium,  the  pupil 
of  Eucheiros  the  Corinthian,  who  again  was  a  pupil  of  the  Spartans, 
Syadras  and  Chartas.     Pythagoras  was  contemporary  with  Onatas 
and  the  ^ginetan  group,  and  may  have  lived  down  to  430  B.C.,  the 
year  before  that  in  which  Pericles  died.  Pythagoras  was  pre-eminently 
the  sculptor  of  Olympian  victors,  and  has  been  appropriately  called 
*  the  Pindar  of  plastic  art.'     It  is  characteristic  of  his  tendencies  that 
the  only  statue  of  a  divine  personage  by  him  of  which  we  read  was 
not  a  temple-image,  but  one  of  Apollo  in  contest  with  the  Pytho,  for 
the  execution  of  which  his  studies  in  the  palaestra  would  be  a  fitting 
preparation.     Among  his  other  works  was  a  bronze  Niki  standing  by 
the  side  of  the  Cyrenaean    Cratisthenes  on  a   chariot ;    a  statue  of 
Leontiscus  ^  the  wrestler  ;  of  Euthymus^  the  boxer  and  deified  hero  ; 
of  a  Pancratiast  at  Delphi,  in  which  Pliny  says  that  '  he  surpassed 
Myron  himself';*  and  of  Astylus  the  araScoSpofios  (runner  in  the 
stadium),  who  gained  a  victory  in  the  double  course  (BiavXos),    It  is  in 
connexion  with  this  race  that  we  read  of  circumstances  which  give 
us  a  very  vivid  idea  of  the  value  attached  to  success  in  the  national 
games.     Astylus  of  Croton  conquered  in  three  successive  Olympiads 
{ardSiov  re  koI  StauXoi/),  and  on  the  two  last  occasions  was  proclaimed 
as  a  Syracusan  to  please  Hiero,  the  Tyrant  of  Syracuse  ;  whereupon 
his  countrymen  at  Croton  turned  his  house  into  a  prison,  and  pulled 
down  his  statue,  which  stood  *  near  the  Lacinian  H6r6.'*     Pythagoras 
also  made  a  statue  of  Perseus,  winged,  and  a  group  of  the  brothers 
Polynices  and  Eteocles,  which  Tatian  says  ought  to  be  ■  sunk  in  the 
deep,'  as  a  monument  of  fratricide,  *  with  its  maker  Pythagoras.'  ^ 
Another  work  of  his,  representing  Europa  and  the  Bully  is  men- 


'  vi.  13.  I  and  vi.  6.  4.  *  Pausan.  vi.  13.  I. 

«  Pausan.  vi.  4.  3.  •  Ibid.  vi.  64.  •  Tatian,    con,    Crar,    54,    p.    118     (ed. 

*  N,  H.  xxxiv.  59.  Worth). 
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tioned  by  Varro,^  Tatian,^  and  Cicero,*  who  refers  to  the  immense 
value  attached  by  the  Tarentines  to  its  possession. 

But  the  most  celebrated  work  of  this  artist  was  the  image  of 
*a  man  limpingy  whom,  although  Pliny  only  describes  him  as 
*  claudicans  cujus  ulceris  dolorem  sentire  etiam  spectantes  videntur* 
we  can  have  no  hesitation  in  recognising,  with  Lessing,*  as  Philoctetes. 
No  Greek  artist  of  that  period  would  have  desired  or  dared  to  choose 
such  a  subject,  if  it  had  not  been  raised  by  the  poet  into  the  region 
of  the  mythical.  An  epigram  is  still  extant  in  which  Philoctetes  is 
made  to  complain  that  the  artist  (Trkda-Trfs)  was  more  hostile  to  him 
than  the  Greeks  ;  that,  like  '  another  Ulysses/  *  he  had  rendered  his 
sufferings  eternal  in  bronze.  This 
is  the  only  one  of  Pythagoras'  works 
of  which  we  have  any  certain  copy, 
and  of  this  only  on  two  gems.®  The 
larger  of  these,  in  which  the  afflicted 
hero  carries  a  bow  and  quiver,  is  in 
the  Berlin  Museum  (fig.  64,  a) ;  the 
smaller,  in  which  he  wears  chains, 
formerly  belonged  to  Mdme.  Schaff- 

,  ^  ^  //.         ^         ,v  T  PHILOCTETES   ON   GEMS. 

hausen  of  Bonn  (fig.  04,  a)  J 

Pythagoras  is  said  to  have  been  '  the  first  who  expressed  muscles 
and  veins,  and  treated  the  hair  with  greater  diligence.*  ®  This  may  be 
true  of  the  hair,  but  we  have  already  seen  the  veins  expressed  in  the 
-^ginetan  group,  although  the  hair  is  still  unfinished.  All  that  Pliny 
could  mean  was  that  he  turned  his  attention  more  especially  to  the 
importance  of  veins  and  muscles  in  the  representation  of  the  body  in 
a  state  of  action.  Diogenes  of  Laerte  ^  claims  for  him  the  merit  of 
being  the  first  to  lay  down  the  principles  of  symmetry  and  rhythm. 


*  De    Ling.    Latin,    v.    31:    *Egregiam  th^  British  Museum,  together  with  the  so- 
imaginem  ex  acre.'  called  Apollo  on  the  Omphalos^  and  the  other 

*  Con.  Grtec.  53,  p.  116.  replicas  of  this  statue,  are   copies  of  the 

*  In  Verrem,  iv.  60.  135.  statues  of  the  pugilist  Euthymos  by  Pythago- 

*  ♦JLaocoon,' c.  ii.  ras o(  Ktie^um*  {yourttal 0/ J/Mnic  Sttidies, 
»  Anthol.  Gr,   iv.  180,  294  :  *Ex^f)is  (nrkp  vol.  i.  p.  199). 

Aoi^ao^s  irKdtmis  ifioi  iKKos  '08i;<r<r€i;j.  '  Overbeck,    Gesch,  d,  Griech,  Plastik,  i. 

*  Dr.  Waldstein  indeed  thinks  it  *  highly  185. 

probable  that  the  Choiseul-Gouffier  Apollo  in  "*  Plin.  A^.  H.  xxxiv.  59.  »  viii.  46. 
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Symmetiy  or  metre  means  here,  as  in  verse,  the  due  proportion  of 
the  parts  to  one  another  and  to  the  whole,  and  is  based  on  strict 
mathemattical  principles.  Rhythm  or  eurythmy,  the  composition 
of  motion,  is  less  capable  of  being  expressed  by  mathematical  formulae, 
or  subjected  to  strict  rules,  than  that  of  words,  and  depends  mainly  on 
the  observation  of  what  is  appropriate  and  agreeable.  It  is  the  move- 
ment of  an  organism  within  itself,  and  requires  that  the  effect  of  any 
action  of  one  part  of  the  body  should  be  observable  in  every  other  part. 
The  Philoctetes  affords  a  good  example  of  Pythagoras'  rhythmical 
treatment  The  wound  in  the  foot,  which  disabled  it  from  taking  its 
proper  share  in  the  task  of  supporting  the  body,  necessarily  alters  the 
rhythm  of  the  whole  frame.  The  problem,  therefore,  offered  to  the 
sculptor  is  to  show  the  effect  produced  on  the  whole  body  by  the 
necessity  of  sparing  the  wounded  limb,  and  at  the  same  time  to 
introduce  a  conditional  harmony  into  the  figure  which  shall  not  be 
displeasing  to  the  spectator.* 

Pythagoras  appears  to  have  worked  exclusively  in  bronze,  which 
is  best  adapted  to  display  the  proportions  of  the  nude  figure,  though 
less  suited  than  marble  for  drapery,  and  for  the  representation  of 
emotion  in  the  face.  Pythagoras,  in  fine^  did  much  to  perfect  the 
art  of  pourtraying  the  human  form  as  a  living  moving  organism,  and 
in  this  respect  made  great  advances  on  the  correct  but  lifeless  forms  of 
the  iEginetan  group  ;  but  he  did  little  or  nothing  to  make  the  face  or 
figure  the  mirror  of  the  heart  and  soul. 

Myron  of  Eleuther^, 

who  flourished  from  01.  70-85  (500-440  B.C.),  though  born  in 
Bceotia — that  *  stupid  '  country  which  produced  some  of  the  very 
greatest  men  of  Greece — was  reckoned  among  Athenian  artists, 
because  he  exercised  his  art  in  Athens.  He  was  the  oldest  of  the 
three  distinguished  pupils  of  Ageladas,  and  is  said  to  have  competed 
unsuccessfully  with  Pythagoras.      Much  that  has  been  said  of  the 


*  Bruim,  KiinstUr-Geschichtey  p.  132. 
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Fig.  65. 


latter  applies  to  his  still  more  celebrated  contemporary,  Myron,  whose 
chief  merit  lay  in  the  representation  of  the  nude  form  in  the  greatest 
possible  exertion  of  its  strength.  Myron,  too,  made  gods,  heroes, 
and  even  animals,  but  excelled  in  athletes  ;  and  we  are  fortunately 
able  to  form  a  more  accurate  judgment  of  his  style  because  we  have 
undoubted  copies  of  one,  at  least,  of  his  most  celebrated  works. 

To  begin  with  the  Gods :  he  made  for  the  Temple  of  Her6  at 
Samos  a  colossal  group,  on  one  pedestal,  oiZeus^  At/tenCy  and  Heracles ^ 
which  was  taken  away  by  Mark  Antony  to  Rome.  The  two  last 
statues  were  restored  to  their  former  seat  by  Augustus,  but  he  kept 
back  the  Zeus,  for  which  he  built  a  special  temple  on  the  Capitol.* 

Cicero  speaks  of  a  statue  of  Apollo^  which  Verres  stole  from  the 
fane  of  Asclepius  at  Agrigentum,  as 
^pulcherritnumy  and  says  that  it  bore  the 
name  of  Myron  in  very  small  letters 
on  the  thigh.*  We  read,  too,  of  another 
Apollo  by  Myron,  which  Mark  Antony 
took  from  the  Ephesians,  and  Augustus 
restored  to  them  in  obedience  to  a 
heavenly  vision. 

A  statue  of  Dionysus  *  by  Myron, 
which  Sulla  dedicated  on  Mount  Heli- 
con, is  spoken  of  with  great  praise.  But 
we  are  more  interested  in  the  mention 
of  a  group  ol Athene  and  a  Satyr  (Mar- 
syas*),  who  is  timidly  admiring  a  double 
flute,  which  the  goddess,  vexed  at  the 
contortion  of  her  own  face  in  playing  it, 
has  thrown  away  in  disgust.  O.  Miiller 
has  brought  the  passages  which  refer  to 
this  work  into  connexion  with  the 
relief  of  Stuart ;  *  and  Brunn  has  discovered  a  copy  of  the  Marsyas 


LATERAN  STATUE  OF  MARSYAS. 


'  Strabo,  xiv.  p.  637.  6. 

*  Cic.  in  Verrem^  iv.  43. 

Pausan.  ix.  30.  I.     Conf.  AnthoL  Crac, 
iv.  173,  270  (Planud.  iv.  257). 

*  N.  H,   xxxiv.    57.     Pausan.   i.   24.    i. 


Conf.  Mon,  d.  Inst.  vi.  Tav.  23 ;  ApoUodor. 
i.  c  4 ;  and  Hyginus,  fab.  165. 

»  Stuart  and  Revett,  Antiq,  of  Athens^  ii. 
27,  vign.  and  p.  45. 
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of  this  group  in  a  most  remarkable  statue  of  a  Satyr  in  the  Lateran, 
the  arms  of  which  have  been  falsely  restored  to  represent  him  as 
dancing  to  the  castanets  (fig.  65), 

The  musical  satyr  is  represented  at  the  moment  when  he  is  con- 
templating the  flute  as  it  lies  on  the  ground,  longing  to  seize  it,  but 
restrained  by  fear.  Brunn*s  interpretation  of  the  Lateran  statue  is 
rendered  in  the  highest  degree  probable  by  the  corresponding  accounts 
of  Pliny  and  Pausanias,  by  similar  representations  on  existing  reliefs, 
vases,  and  coins,  and  by  the  style  of  the  Lateran  statue  itself,  which 
has  much  of  the  archaic  rigidity  from  which  Myron  had  not  yet 
entirely  emancipated  himself. 

The  suggestion  of  Brunn  is  further  confirmed  by  the  beautiful 
bronze  statuette  lately  discovered  in  Patras,  and  acquired  by  Mr. 
Newton  for  the  British  Museum.  The  similarity  of  design  in  this 
exquisite  work  with  the  Lateran  statue  is  very  striking. 

Myron  also  executed  a  xoanon  of  Hecate  for  the  iEginetans, 
which  Pausanias  expressly  tells  us  was  *  single  in  face,  and  in  the  rest 
of  the  body'  {ofiolays  iv  7rp6<To>*n6v  re  koI  to  Xoittov  a&fia),  and  adds 
that  Alcamenes  was  the  first  to  make  a  triple  Hecate  (dyakfiaTa  rpia 
irpoasypfisva  aXKrfKois). 

Of  heroes  by  Myron  we  read  of  a  bronze  Heracles^  which  Cicero  * 
mentions  as  one  of  the  statues  which  Verres  forcibly  took  from  the 
chapel  (sacrarium)  of  Heius  the  Mamertine.  It  is  probably  the  same 
work  to  which  Pliny  ^  refers  as  standing  in  the  Circus  Maximus  in 
aede  Pompeii.  There  was  also  a  group  of  Perseus  and  Medusa  by  Myron 
in  the  Acropolis  at  Athens,*  and  a  statue  of  Erechtheus,  also  at  Athens, 
to  which  Pausanias  refers  incidentally  as  a  work  of  extraordinary  merit* 
But  though  he  seems  to  have  successfully  taken  a  wider  range  than  his 
contemporary  Pythagoras,  his  chief  force  lay  in  the  representation  of 
great  athletes  and  victors  in  the  national  games.  Pausanias  mentions 
several  statues  of  this  kind  under  the  names  of  Lycinus^  Timantkes^ 
Philippus^  Ononis ;  ^  but,  singularly  enough,  none  of  the  three  most 
celebrated  works  of  Myron — his  Ladas^  Discobolus^  and  the  Cow,  of 


*  In  Verretn^  iv.  3.  5.  •  Pausan.  i.  23.  7.  »  vi.  2.  2.  *  vi.  8.  5. 

*  N.  H,  xxxiv.  57.  <  ix.  30.  I.  «  vi.  8.  4.  ■  vi.  13.  2. 
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which  alone  it  will  be  necessary  to  speak  here.  It  is  true  that  Pausanias 
refers  to  a  monument  erected  to  the  memory  of  the  famous  runner 
on  the  banks  of  the  Eurotas/  on  the  road  from  Belmina  to  Sparta, 
and  also  of  a  statue  of  Ladas  in  the  Temple  of  Apollo  Lycius  at 
Argos ;  ^  but  this  could  hardly  have  been  the  work  of  Myron. 
Benndorf*  conjectures,  with  great  probability,  that  the  Ladas  of 
Myron  was  originally  set  up  at  Olympia,  and  thence  removed  to 
Rome  before  the  age  of  Pausanias.  He  accounts  in  this  way  for 
the  silence  of  this  writer  respecting  it,  and  also  for  the  frequent 
mention  of  the  man  himself  by  Roman  writers.*  Ladas,  the  Laconian, 
is  said  to  have  breathed  his  last  at  the  very  moment  of  victory,  as  he 
stretched  forth  his  hand  to  grasp  the  victor's  crown  ;  and  it  is  at  this 
supreme  moment  of  victory  and  death,  at  the  summit  and  the  end  of 
life  and  glory,  that  Myron  represents  him.  This  statue  is  referred  to 
in  two  extant  epigrams,  in  one  of  which  the  artist  is  said  to  have 
stamped  on  the  whole  body  of  Ladas  the  desire  and  expectation  of 
the  Pisaian  crown  : — 

Olof  tr\^  <f>€vy<Dv  rbv  virrjvefiov,  tffiirvot  A^da, 

$vfi6v  cV*  aKpoTOTtj^  V€vpa  TaOtlt  c(i'v;((, 
Toiov  (}(aXK€va'€v  at  MvpcaVf  M  nairrl  xapd^i 

o-a>/iari  Ilio-atou  Trpocdoicti/v  <TTt<f>avov.* 

Even  as  thou  stood*st  when  fled  thy  mortal  breath, 
Each  nerve,  each  outstretched  finger,  braced  in  death  ; 
In  Myron's  bronze  thine  every  limb  displays, 
Ladas  !  thy  certain  hope  of  Pisa's  bays.— H.  A.  P. 


The  Cow  of  Myron, 

although  of  inferior  interest  from  the  standpoint  of  high  art,  and 
less  important  to  the  history  of  sculpture,  attracted  far  more  attention 
than  any  other  of  Myron's  works.  Tzetzes,®  who  lived  in  the  beginning 
of  the   twelfth  century  of  the  Christian  era,  says  that  of  Myron's 

»  iii.  21.  I.  p.  I5« 

*  ii.  19.  7.  Conf.  viii.  12.  3.  Pausanias  *  Juvenal,  xiii.  96:  *  Pauper  locupletem 
here  speaks  of  a  stadium  near  Orchomenus,  optare  podagram,  Ne  dubitet  Ladas.  *  Ca- 
called  Ladas,  because  he  used  to  exercise  tuUus,  55.  25  :  '  Non  Ladas  si  ego  pennipesve 
himself  in  running  there.  Perseus. ' 

•  Benndorf,   Dissert,   de    AnthoL     Grcec,  *  AnthoL  Grac,  Planutl.  iv.  54. 
Epigram,  qua  ad aritmspectant J  "Ltii^i.  1863,  •  Chiliades,  viii.  370. 
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numerous  works  one  (the  Cow)  remained  famous  down  to  his  own  times 
{iv  Si  TO  7rspt6pv\vfTov  fiixp^  '^^^  vvv  rov  ^ovov),  and  that  it  formerly 
stood  on  (irspl)  the  Acropolis  at  Athens ;  and  Cicero  *  refers  to  it  as  in 
the  possession  of  the  Athenians.  As  it  was  not  in  Athens  at  the  time 
of  Pausanias,  it  had  probably  been  removed  to  Rome,  and  Procopius 
speaks  of  it  as  standing  in  the  Forum  of  Peace.  The  Greek 
Anthology  contains  about  thirty-seven  epigrams  on  this  celebrated 
work,  several  of  which  have  been  imitated  by  Ausonius,  It  will  be 
sufficient  to  give  a  few  specimens  : — 

Epigram  of  Leonidas  of  Tarentum. 

OvK  tiikaxriv  fit  Mvpav^  t^tva-aro  *  fio<rKOfiivav  dc 
€^  dyfkas  fkaaas  brjat  j8d<r<i  XiBiva.^ 

Epigram  of  Antipater  of  Sidon. 

*A  dd/ioXtff,  doic/do,  /xvic^orrai  •  ^  p   6  UpofirjOtvs 
ovx}  iiovoSf  irXoTTtis  tfinvoa  jcal  <rv  MvpoDP.' 

M(Krx«j  Ti  fun  Xayovtaran  irpoirtpxtai ;  rtWrc  dc  fiVKa ; 
A  T€xva  fia(o7s  ovk  ivtBr^M  yaka.^ 

The  imitations  of  Ausonius  are  better  known. 

Bucula  sum,  caslo  genitoris  facta  Myronis 
-/Enea,  nee  factam  me  puto,  sed  genitam. 

Sic  me  taurus  init,  sic  proxuma  bucula  mugit. 
Sic  vitulus  sitiens  ubera  nostra  petit.* 

This  work  of  Myron  is  also  referred  to  by  Ovid,®  yElian,^  and  other 
writers. 

But  the  fame  of  Myron,  as  we  have  said,  chiefly  rests  on  his  power 
of  representing  the  harmoniously  developed  form  of  an  athlete  in  the 
very  crisis  of  some  feat  of  bodily  strength  or  skill ;  and  of  all  his 
works  we  may  well  believe  that  the  greatest  was  the  Discobolus?  A 
very  minute  description  of  this  beautiful  statue  will  be  found  in  the 


*  In   Verrem^    iv.   60.   135.      Procop.   dt  »  Auson,  Epig.  58. 

Bello    GothuOt    iv.    21  :     hryopas    V    ^6pov  •  Ex  Ponto,  iv.  I.  34. 

lXp4iirfis  KoXovffiv  *V»fiauoi  ....  ivravBa  Kcd  *  JDe  Nat.  Anim.  Epilog, 

rh  rov  M^'fMfvof  fiolBioy.  •  Conf.  the  *  Townley  Discobolus  *  in  the 

«  AnfA,  Grac,  i.  165.  42  (Palat.  719).  British  Museum,  and  another  in  the  Vatican 

«  Ibid,  ii.  21.  55  (Palat.  724).  at  Rome. 

<  Ibid.  22.  58  (Palat.  751). 


Digitized  by 


Google 


THE  DISCOBOLUS  IN  THE   VILLA  MA  SSI  ML       159 


pages  of  Quintilian  and  Lucian,  and  the  admirable  copy  discovered 
in  Prince  Massimi's  villa  at  Palombara  is  an  extraordinarily  accurate 
illustration  of  their  words  (fig.  66) :  *  *  Are  you  speaking/  says 
Lucian,  a  connoisseur  of  great  acumen  and  taste,  *  of  the  Discobolus, 
who  is  stooping  to  throw,  turning  his  face  towards  his  hand  which 
holds  the  quoit,  and  bending  one  leg  as  if,  after  the  throw,  he  would 
stand  erect  again  ? '  As  in  the  Marsyas  of  the  Lateran,  described 
above,  the  artist  has  chosen  the*  moment  of  transition  and  pause 
between  two  energetic  actions,  when  the  quoit-thrower  has  collected 
all  his  force  for  the  highest  effort — when  all  his  powers  are  bent  to  the 
fullest  stretch,  *  like  a  bow  before  the  discharge  of  the  arrow/  His 
right  arm  is  thrown  back  to  the  farthest  point,  so  as  to  twist  the  body 
round,  and  is  balanced  by  the  left  arm,  which  is  thrust  forward.  He 
rests  firmly  for  the  moment  on  the  right  y\g.  66. 

foot,  the  bent  toes  of  which  are  dug, 
as  it  were,  into  the  ground.  The  left 
leg  is  held  ready  to  move  forward 
with  the  right  arm  to  support  and 
balance  the  body  when  the  quoit  has 
been  discharged.  In  another  moment 
all  will  be  changed;  the  left  leg  will 
support  the  body,  and  the  right  foot 
will  be  trailing  on  the  ground ;  the 
right  arm  will  swing  forward  to  its 
greatest  length,  and  the  left  be  thrown 
back  to  preserve  the  equilibrium. 

Quintilian,  who  may  very  well  have 
seen  a  copy  of  Myron's  work,  in  speak- 
ing of  the  pleasure  to  be  derived  from 
*  novelty '  and  *  diflSculty '  in  the  treat- 
ment of  works  of  art,  says,  Quid  tarn  dis-  the  discobolus.  . 
tortum  et  elaboratum  quam  est  tile  Discobolus  Myronisf  *  And,  indeed. 


*  Lucian,  Philopseud,  18:  M«v  t^v  8i<r- 
KC^ovTO,  ^v  V  4y^,  p-jjs  rhv   ^tikcku- 

1lp4^a  6K\d(oyTa    r^    ir4p(p    4oiK6ra 


ohK  4kuvov  ^8^  8f,  4ir%\  rwv  Viipwvos  %pyv¥ 
%v  Koi  rovT6  4aTw  6  Bi<rKo06Kos  iv  \4ytts. 
*  Quintilian,  Ins/.  Orai.  ii.  13.  8. 
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it  would  not  be  easy  to  imagine  a  more  difficult  subject,  or  one  which 
afforded  a  better  opportunity  of  displaying  the  sense  of  symmetry 
and  rhythm,  to  which  Pythagoras  is  said  to  have  first  called  attention. 
Every  limb,  every  muscle,  partakes  in,  and  contributes  to,  the  main 
action  of-  the  body,  and  the  rhythm  runs  from  the  centre  through 
every  vein  and  fibre.  The  face,  as  might  be  expected  in  a  work  of 
this  school,  has  little  expression  in  it.  It  is  of  the  handsome  refined 
type  of  the  noble  Greek  youth,  bearing  in  it  no  marks  of  emotion  or 
anxiety,  but  the  calm  and  innocent  look  which  is  common  to  the 
young  palaestrites  brought  up  under  the  strict  discipline  of  the 
gymnastic  schools. 

The  hair  is  that  of  the  noble  Greek  youth  such  as  Electra  de- 
scribes her  brother  Orestes  to  be  : — 

«r«Ta  ;(atTi;p  irSa  (rvvoiafTm  itXokos  ; 

6   fi€P  iraXaiVrpatr  dw^pbs   tvytvovf  rpaifitlg 

6   dc   jcrcvtcr/iotff   BrjXvs, 

'  How  shall  the  lock  of  his  hair  agree  with  mine?  The  one  is  that  of  a  well- 
born man,  nurtured  in  the  wrestling  schools,  the  other  that  of  a  woman  delicately 
dressed  by  frequent  use  of  the  comb.' — Paley's  Eurip.  Electra^  528. 

Propertius  '  speaks  of  four  oxett  (vivida  signa)  as  works  of  Myron, 
and  Martial  ^  refers  to  him  as  a  Toreutes  or  Chaser  in  silver.  Brunn 
reckons  a  Niki  on  a  Bull  also  among  the  works  of  this  artist*  The 
same  high  origin  has  been  claimed  for  Lord  Feversham's  well-known 
*  Alcibiades'  Dog,'  almost  the  only  work  of  art  saved  from  the  de- 
structive fire  at  Duncombe  Park  in  1879. 


ii.  31.  7.  *  iv.  39,  I  ;  vi.  92.  ■  Brunn,  KunstUr-GcschichtCy  i.  p.  143. 
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CHAPTER  XIV. 

STYLE  OF  MYRON. 

The  loci  classici  on  the  character  of  Myron's  art  are  found  in  Pliny, 
Cicero,  Quintilian,  Petronius,  &cJ  The  first  says,  'he  brought 
more  harmony  into  his  art  than  Polycleitus,  and  was  more  careful 
in  his  observation  of  rhythm ;  but  though  he  paid  the  greatest 
attention  to  the  representation  of  the  forms  of  the  body,  he  does  not 
seem  to  have  expressed  the  feelings  of  the  heart,  nor  did  he  make 
any  advance  on  the  rudeness  of  ancient  art  in  the  treatment  of  the 
hair.' 

Pliny  here  expressly  declares  that  Myron  was  not  supposed  to 
possess  the  power  of  expressing  the  emotions  in  the  faces  of  his 
statues.  Nor  is  this  irreconcilable  with  the  well-known  passage  in 
Petronius :  ^  *  Myron,  qui  paene  hominum  animas  ferarumque  aere 
comprehenderat '  (who  had  almost  enclosed  the  life  of  men  and 
beasts  in  bronze) ;  for  all  that  we  read  and  see  of  Myron's  work 
tends  to  show  that  it  was  full  of  animal  life  in  the  highest  de- 
gree of  activity.  The  words  of  Petronius  mean  nothing  more  than 
this,  and  do  not  at  all  imply  that  he  made  the  body  or  the  face  the 
mirror  of  the  tender  emotions  of  the  heart  or  the  aspirations  of  the 
soul. 

Cicero,'  again,  says  of  him  :  *  Nondum  Myronis  (opera)  satis  ad 
veritatem    adducta,    jam  tamen   quae   non   dubites  pulchra  dicere,' 


'  Plin.  N»  H,  xxxiv,  58 :    *  Numerosior  in  datius  fecisse  quam  rudis  antiquitas  insti- 

arte  quam  Polyclitus  et  in  symmetria  dili-  tuisset.*     Some  writers  translate  numerosior^ 

gentior,    ct    ipse    tamen    corporum    tenus  *  introduced  a  greater  variety  of  situations.* 

curiosus  animi  sensus  non  expressisse  vide-  ^      *  Satyr,  88. 

tur,  capillum  quoque  et  pubem  non  emen-  ■  Brut,  18.  70. 
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*  Myron's  works  did  not  approach  near  enough  to  truth '  (of  nature), 
'  but  yet  you  would  not  hesitate  to  call  them  beautiful.*  Quintilian,' 
too,  places  him  below  Polycleitus.  In  choosing  between  the  judg- 
ments of  Pliny  on  the  one  hand,  and  the  two  Latin  orators  on  the 
other,  we  should  remember  that  the  first  draws  largely  from  the 
writings  of  Varro,  and  Varro  again  from  the  Greeks ;  while  the  taste 
of  Cicero  and  Quintilian  was  somewhat  demoralised  by  the  smooth 
softness  of  the  younger  Attic  school.  In  another  passage  Cicero 
compares  the  pleasure  of  reading  Naevius'  '  Punic  War  *  with  that  of 
contemplating  Myron's  statues. 

The  dating  and  essentially  original  genius  of  Myron  led  him  to 
choose  for  his  subjects  situations  of  the  most  complex,  lively,  and 
fugitive  character,  the  representation  of  which  required  not  only  the 
most  profound  knowledge  of  the  structure  of  the  human  form,  and 
the  relation  of  its  several  parts,  but  a  rich  creative  fancy  to  set  before 
him  every  possible  result  of  a  change  of  attitude.  It  is  not  without 
good  reason  therefore  that  he  is  called  operosus  and  doctus  by  the 
poets  Ovid  ^  and  Statius.' 

Myron  broke  the  last  fetters  of  archaic  tradition,  and  even  ventured 
to  represent  the  creatures  of  imagination — grotesque  sea-monsters 
{pristce) — which,  though  they  have  no  existence  in  the  actual 
world,  are  far  from  being  displeasing  to  us,  but  rather  seem  to  have 
a  right  to  existence  as  the  offspring  of  creative  genius.*  This  ten- 
dency is  also  in  a  certain  sense  idealistic,  but  it  is  idealism  not  of 
spiritual  ideas,  but  of  bodily  form  and  powers. 

Calamis. 

OL  70-80  (B.C.  500-460). 

We  have  seen  how  Pythagoras  and  Myron,  by  their  close  observa- 
tion of  nature  in  the  gymnastic  schools,  acquired  the  power  of  repre- 
senting the  human  form  in  every  variety  of  attitude.     A  third  fore- 


*  Inst  Orat,  xii.  10.  7,  Urlich*s  Scopas^  p.   136,  note.    Some  vn-iters 

*  Ars  Am.  iii.  219.  ■  Silv.  iv.  6.  25.       understand  by  pristae  genre  figures.     Conf. 

*  Plin.  iV.  //.  xxxiv.  57,  *et  pristas.'  VUU      E.  Petersen,  Archdol^  Zeitung,  1865,  P*  9'« 
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runner  was  needed  to  add  the  girdle  of  grace  to  beauty  of  form  and 
outline,  and  to  prepare  the  way  for  Pheidias,  who  combined  all  the 
advantages  and  powers  of  his  predecessors,  and  added  godlike  genius 
to  their  knowledge,  experience,  and  skill. 

Calamis  is  nowhere  called  an  Athenian,  but  he  practised  his  art  in 
Athens,  was  the  teacher  of  an  Attic  artist  named  Praxias,  and  was 
himself  essentially  Attic  in  style.  His  prime  seems  to  have  fallen  in 
the  middle  of  the  70th  01.,  and  may  have  extended  to  the  80th  01. 
(b.C.  460).'  He  worked  in  a  greater  variety  of  materials  than  his  con- 
temporaries— viz.  bronze,  marble,  gold,  and  ivory ;  and  he  treated  a 
greater  variety  of  subjects — Gods  (probably  temple-images),  heroes, 
heroines,  boys,  and  horses.  We  gather,  too,  from  literary  notices  con- 
cerning him,  that  the  character  of  his  art  was  more  religious  than  that 
of  Pythagoras  and  Myron.  As  the  sculptor  of  the  Zeus  AmwoUy 
which  Pausanias  saw  at  Thebes,'  the  name  of  Calamis  is  brought  into 
connexion  with  that  of  Pindar,^  the  poet,  who  is  said  to  have  con- 
secrated this  statue.  He  also  executed  two  Apollos  in  bronze,  one 
for  the  Cerameicus  in  Athens,  called  Apollo  Alexikakos  (averter  of 
evil),  and  another,  of  colossal  size,  forty-five  feet  high,  which  M. 
Lucullus  carried  off  from  Apollonia  in  Illyria,  and  placed  in  the 
Capitol  at  Rome.*  Among  his  gods  was  a  Hermes  Criophoros  (ram- 
bearer)  in  Tanagra,  consecrated  in  memory  of  the  beneficent  aid 
afforded  by  the  God,  who  stayed  the  plague  by  canying  his  favourite 
animal,  the  ram,  round  the  walls  of  the  city ;  *  a  statue  of  Dionysus 
in  Parian  marble,  also  in  Tanagra ;  ®  an  Aphrodite,  consecrated  by 
Callias,  and  placed  on  the  incline  leading  up  to  the  Acropolis ;  and 
an  ErinnySy  grouped  with  two  others  by  Scopas  ^  in  Athens.  Pausanias 
also  speaks  of  a  chryselephantine  statue  of  a  beardless  Asklepios  ^ 
(iEsculapius)  in  Sicyon,  with  a  sceptre  in  one  hand,  and  a  pine-cone 
{ttItvos  fcapirov  rijs  r/fiJpov)  in  the  other;  a  iVi">('^  in  Olympia,  which, 
as  it  had  no  wings,  was  supposed  to  be  a  copy  of  the  xoanon  of  the 


'  Bninn,  Kunstler-Geschuhte^  127.  •  Pausan.  ix.  22.  i.          «  Ibid.  ix.  20.  3. 

*  Pausan.  ix.  16.              •  f  439  B.C.  ?  »  Clem.    Alex.   Protrepi,  4    <p.    41,   cd. 

*  Plin.  N,  U,   xxxiv.  39.     Appian,  Illyr,  Pott). 

30.  "  Pausan.  ii.  10.  3. 
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Nike  apteros  at  Athens.*  But  perhaps  the  most  interesting  of  the 
works  of  Calamis  was  the  enigmatical  Sosatidra^  whom  we  hardly 
know  whether  to  class  among  divinities  or  mortals.  By  some  writers 
(O.  Jahn,  Michaelis,  and  Overbeck)  she  is  considered  identical  with 
the  Aphrodite  on  the  slope  leading  up  to  the  Acropolis.*  Friederichs 
takes  her  for  a  Here^  Hirt  and  Bursian  for  b,  priestess  or  Arrephoros  of 
Here,  and  Winckelmann  for  an  Amazon  !  • 

We  read  of  two  statues  of  undoubted  heroines  by  Calamis — 
on^  o{  AlcfneneyvAi\(^  Pliny  cites  as  a  proof  that  the  artist  could 
pourtray  men  as  well  as  the  lower  animals ;  *  and  another  of  Her^ 
mione,  daughter  of  Menelaus,  an  offering  of  the  Lacedaemonians  at 
Delphi.* 

Of  merely  human  figures  we  have  a  group  ol  praying  boys  by 
Calamis  (executed  after  75  01.),^  which  the  Agrigentines  offered 
at  Olympia  for  a  victory  over  the  Libyans  and  Phoenicians  in  Motya. 
He  also  executed  some  race  horses  with  boys  upon  them^  which  stood 
on  either  side  of  a  chariot  of  bronze  made  by  Onatas,  and  offered  by 
Deinomenes,  son  of  Hiero  of  Syracuse,  in.  honour  of  his  father's 
victory  at  Olympia.^  Calamis  appears  to  have  been  especially 
successful  in  his  representation  of  horses,  in  which  Pliny  says  that  he 
was  seniper  sine  cemulo ;  ®  but  he  qualifies  this  partial  approbation  by 
adding,  *  ne  videatur  in  Itominum  effigie  inferior^  Alcumena  nullius 
nobilior'  The  idea  of  the  inferiority  of  Calamis  in  human  figures 
seems  to  rest  solely  on  the  story  that  Praxiteles  substituted  a  chariot- 
eer of  his  own  in  a  quadriga  by  Calamis,  '  that  this  artist,  so  skilful 
in  forming  horses,  might  not  be  thought  to  have  failed  in  men.'  *  This 
might,  however,  mean  nothing  more  than  that  the  perfectly  free  style 
of  a  charioteer  by  Praxiteles  would  better  suit  the  equally  natural 
horses  of  Calamis  than  the  excellent  but  somewhat  archaic  driver 
by  Calamis  himself. 


»  Pausan.  v.  26.  6.  »  Pausan.  vi.  12.  I. 

*  Lucian.  Imagg,  4  and  6 ;  Dial,  Merdr.  •  Vide  Propertius,  iii.  9.  10 ;   Ovid,    ex 
iii.  2.  Ponto,  iv.  I.  33. 

•  Overbeck,  Schriftquelleny  p.  96.  »  Plin.  N.  H.  xxxiv.  71 :    *Ne  melior  in 

*  Plin.  N,  H,  xxxiv.  71.  equorum  effigie  defecisse  in  homine  crede- 
»  Pausan.  x.  16.  4.  retur.' 

•  Brunn,  Kiinstler-Geschichte,  i.  125. 
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Fig.  67. 


We  have  not  the  same  aids  in  forming  our  judgment  of  the  style 
of  Calamis  as  we  had  in  the  case  of  Myron.  We  have  no  statues  which 
we  can  regard  with  any  certainty  as  his  work.  Conze,*  indeed,  refers 
both  an  Apollo  in  Athens,  and  another  Apollo  in  the  British  Museum,^ 
to  this  artist  or  his  school ;  and  would  bring  the  Hestia  ( Vesta)  Giusti- 
niani  into  relation  with  him,  and  even  with 
his  Sosandra.  We  have,  perhaps,  a  copy  of 
the  Hermes  Criophoros  on  a  coin  of  Ta- 
nagra,*  and  in  a  marble  statue  in  Wilton 
House  (fig.  6^)y  which  reminds  us  of  the 
Hermes  carrying  a  bull-calf  at  Athens.* 

We  are  more  fortunate  in  the  abun- 
dance of  literary  notices  respecting  Cala- 
mis. Cicero,  who  had  learnt  to  see  in  the 
soft  and  effeminate  style  of  the  later  Attic 
school  the  perfection  of  the  plastic  art,  says 
that  the  works  of  Calamis  were  *  indeed  hard 
{dura  quidem),  but  yet  softer  than  those  of 
Canachus.*  ^  Quintilian,  who  wrote  under 
the  same  influences,  speaks  of  them  in  the 
same  way  as  *  minus  rigida*  than  those  of 
Callon  and  Hegesias.^  The  testimony  of 
these  writers  proves  that  Calamis  was  still 
bound,  to  a  certain  degree,  by  convention  ; 
and  that  his  style,  at  all  events  as  com- 
pared with  that  of  Praxiteles,  was  decidedly 
archaic  in  its  tone.  But  we  have  still 
more  direct  evidence  to  show  that  he  greatly 
excelled  his  predecessors  and  his  contem- 
poraries of  other  schools  in  the  power  of  ex- 
pressing sensibility  m  the  countenance,  and  of  throwing  round  his  figures 
that  air  of  elegance  and  grace  which  is  almost  peculiar  to  Attic  art. 


HERMES  CRIOPHOROS  AT 
WILTON   HOUSE. 


'  Beitrdge  %ur  Geschichte  der  Plastischen 
Kumt^  p.  13.     Taf.  iii. 

*  spec,  ofAfu,  SculH.  ii.  Taf.  3. 
»  Arch,  ZcU,  1849,  Taf.  9,  No.  12. 


*  Vide  suprCf  p.  100. 

»  Cicero,  Brut,  18.  70. 

•  Quintil.  Inst,  Orat.  xiL  7. 
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Lucian  wishing  to  give  an  idea  of  the  beauty  of  a  girl  compares  her 
several  charms  with  the  best  points  in  the  works  of  the  greatest  masters 
of  plastic  and  pictorial  art — Pheidias,  Alcamenes.  Praxiteles,  Apelles, 
Parrhasios,  and  Calamis,  the  only  archaic  artist  in  the  list.  'Let 
Sosandra  and  Calamis/  he  says,  '  adorn  her  with  chaste  modesty  {a&oT)y 
and  let  her  smile  be  fine  and  undeclared  {a-sfivbs  Koi  X6Xi7^o^),and  let  the 
primness  and  becomingness  of  her  dress  be  taken  from  the  Sosandra, 
except  that  her  head  should  be  uncovered/  *  Dionysius  of  Halicar- 
nassus  '  compares  the  style  of  Isocrates  the  orator  to  that  of  the  sculp- 
tors Pheidias  and  Polycleitus  for  its  'grandeur, sublimity,  and  dignity' 
(xarcL  TO  (TSfivov  koI  fieya\6T€)(yov  xai  a^vcofiaTiKov) ;  and  that  of  Lysias 
to  the  style  of  Calamis  (and  Callimachus)  'on  account  of  its  elegance  and 
grace '  (rijs  \sTrr6TriTos  evsxa  koX  rrjs  yapLTos).  The  peculiarity  of  style 
which  Lucian  dwells  on  here  is  a  new  element  in  Greek  art,  and  our 
estimate  of  the  power  of  Calamis  in  pourtraying  the  finer  and  tenderer 
feelings  of  the  heart  in  the  faces  of  his  statues  is  greatly  raised  by  the 
fact  that  a  man  of  educated  taste  like  Lucian,  who  knew  the  greatest 
works  of  the  greatest  artists  of  Greece,  goes  back  to  Calamis  for  a 
sweet  and  unaffected  smile. 

We  possess,  as  I  have  said,  no  work  which  we  can  with  any 
certainty  refer  to  Calamis.  There  are,  however,  two  statues  which 
have  been  brought  into  connexion  with  his  name,  and  which  seem  to 
illustrate  in  a  very  striking  manner  the  remarks  of  ancient  writers  on 
his  characteristic  style.  I  mean  the  Hestia  (Vesta)  Giustiniani^  in  the 
Museo  Torlonia,  in  the  Lungara  at  Rome,  and  the  Penelope  of  the 
Vatican. 

The  Hestia  Giustinianl 

Whoever  would  feel  the  full  solemnity  of  the  early  Greek  religion,  and 
view  the  Gods  of  Greece  in  the  light  in  which  ancient  faith  regarded 
them,  should  contemplate  the  austere  and  rigid,  but  stately  and  im- 


'  Lucian,  Imagg.  6 :   *H  'ZwcMpa  5i  Kci.  fioXiis  wapk  ^coirMpas  •  wkiip  thi  iutaroKdKvW' 

KdXafiis  alioi  KoafJiaovffit^  oMi¥  •  Ktd  rh  /lei-  ros  oJn?  tffrai  t^¥  Kc^aXiiy,     Conf.  Lucian, 

BlofjM  ffffwhy  Koi  \fKTi0hs  &<rTep  rh  iKflyiis  Dial,  Meretr.  iii.  2. 
iirrax'  icai  r5  f ^<rTa\^s  84  ical  ici^crfiioy  r^s  &va-  *  De  IsocraU^  c.  3,  p.  $22  (ed.   Reiske). 
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posing  form  of  this  celebrated  statue,  which,  after  being  withdrawn 
from  the  public  view  for  a  quarter  of  a  century,  is  once  more  ac- 
cessible to  the  visitors  of  Rome  (fig.  68).  The  archaic  curls,  which 
hang  low  over  the  forehead,  give  a  stern  and  gloomy  expression  to 
the  young  and  even  beautiful  face,  which  betrays  none  of  the  light- 
ness and  softness  of  her  age  and  sex,  but  speaks  only  of  determination 
and  unfaltering  devotion  to  a  lifelong  duty.  Her  look  and  attitude 
are  lofty  and  commanding,  and  her  whole  bearing  is  well  calculated 
to  give  us  an  idea  of  the  temple-imkge,  in  an  age  fig.  68. 

when  the  artist  fashioned  his  Gods  to  please 
them  and  not  himself.  The  forearms  are  bare 
and  of  great  beauty.  The  head  is  covered  with 
a  thick  cloth  by  way  of  veil,  which  falls  down 
to  the  breast ;  the  back  and  bosom  are  covered 
with  a  short  garment  of  some  thick  and  stiff 
material  like  leather.  From  the  waist  downwards 
the  dress  falls  in  stiff  parallel  folds,  completely 
covering  the  feet,  and  giving  the  whole  figure 
the  appearance  of  a  pillar.  The  style  of  the 
nude  is  too  free  for  the  general  character  of 
the  statue,  and  hence  it  is  conjectured  that  it 
may  be  a  marble  copy  of  some  very  ancient 
bronze  original,  and  that  the  artist  has  preserved 
the  rigid  forms  of  the  older  work,  but  has  beea 
unable  altogether  to  conceal  his  riper  skill.  We 
know  that  Calamis  worked  under  the  full  in-  hestia  giustiniani. 
fluence  of  undoubting  faith,  and  we  may  well  believe  that  the  pro- 
totype came  from  his  hand  or,  at  any  rate,  from  his  school. 

If  the  Hestia  Giustiniani  is  well  adapted  to  bring  before  us  the 
archaic  and  religious  side  of  the  art  of  Calamis,  we  may  gain  a  no 
less  vivid  conception  of  that  union  of  the  old-world  simplicity  and 
severity  with  the  sweet  Attic  grace  and  tenderness  of  expression 
which  ancient  writers  attribute  to  him,  from  the  marble  statue  of  the 
so-called 
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'  Penelope  ' 

(Fig.  69), 

in  the  Galleria  delle  Statue  of  the  Vatican,  with  which  the  alto  rilievo 
of  the  same  subject  in  the  Chiaramonti  gallery  may  be  compared.  In 
these  almost  identical  representations,  the  faithful  wife  is  sitting  on 
a  rock.  Her  left  arm,  planted  perpendicularly  on  her  seat,  supports 
her  sinking  frame,  and  the  right  arm,  resting  with  the  elbow  on  her 
knee,  sustains  the  drooping  head.  The  crossing  of  the  l^s,  so  un- 
dignified in  a  woman  and  a  heroine,  serves  to  express  dejection,  and 
the  self-abandonment  of  well-nigh  hopeless  sorrow.  The  statue  prob- 
Pj^^  ^  ably  belonged  to  a  group,  of  which 

we  get  a  good  idea  from  a  small  relief 
in  the  Museo  Kircheriano  at  Rome,  in 
which  Penelope  is  sitting  on  a  four- 
legged  seat,  with  her  legs  crossed,  and 
one  foot  resting  on  a  stool,  under 
which  is  her  work-basket.  The  scene, 
which  is  also  found  in  terra-cotta 
reliefs,  is  that  related  in  the  Odyssey,' 
where  the  nurse  Eurycleia  discovers 
the  scar  on  the  foot  of  Odysseus 
.  which  she  is  washing. 

The  general  effect  of  this  inte- 
resting statue  IS  decidedly  archaic. 
The  hand  is  without  anatomical  de- 

PENELOPE.  .,        ,  .  ,  , 

tails,  but  m  other  parts,  and  espe- 
cially in  the  (Jres§,  the  lines  are  free  and  flowing.  The  chief  interest, 
however,  lies  in  the  charming  oval  face,  which  is  remarkably  delicate 
and  refined,  and  expresses  all  those  pure  amiable  and  affectionate 


'  xix.  392. 
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qualities  which  suit  so  well  the  person  represented,  and  our  precon- 
ceived idea  of  the  style  of  the  pleasing  artist  who  has  been  called 
*  the  opening  bud  of  Attic  art/  * 


'  Friederichs,  Bausteinf,  p.  36.  Bninn  of  Attic  art,  is  inclined  to  attribute  it  to  an 
(Kunstler-Geschichte^  i.  422),  who  also  re-  artist  named  7>iraj^  of  the  post-Alexandrine 
cognises  this  statue  as  Penelope,  and  a  work      period. 
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THIRD    PERIOD. 

FROM  THE  BEGINNING  OF  THE  CAREER  OF 
PERICLES  TO  THE  END  OF  THE  PELO- 
PONNESIAN  WAR.     01.  80-94  (^•^-  460-404). 


CHAPTER   XV. 

AGE   OF  CIMON  AND  PERICLES. 

In  the  period  at  which  we  have  now  arrived  everything  was  prepared 
to  enable  the  Greeks  to  attain  the  highest  excellence  in  plastic  art : 
abundance  of  the  finest  materials — bronze,  marble,  ivory, and  gold — 
perfect  technical  skill,  profound  knowledge  of  the  form  and  motions  of 
the  human  frame,  and  last,  not  least,  a  wide- spread  love  of  art  in  the 
community  at  large,  which  assured  to  the  deserving  artist  full  appre- 
ciation and  rich  reward.  Nothing  in  fact  is  wanting  but  some  impulse 
which  should  stir  the  heart  of  the  Greek  nation  to  its  depths,  and 
inspire  and  nerve  it  to  the  highest  achievements  in  policy  and  war,  in 
literature  and  art.  And  this  impulse  came,  in  the  fulness  of  time, 
from  the  side  of  the  most  formidable  enemy  of  Greece  and  Europe 
— from  Persia,  whose  inveterate  hostility  conferred  on  the  Hellenic 
people,  and  through  them  on  all  succeeding  generations,  the  same 
unspeakable  blessings  which  accrued  to  us  and  to  mankind  from 
the  enmity  of  the  Spanish  despot  in  the  age  of  Elizabeth  and 
her  successors.      Desperate    as  were  the  odds  against    which  they 
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had  to  contend,  the  hearts  of  the  Athenians  at  least  were  not  cowed 
by  the  magnitude  of  the  danger,  but  only  made  to  beat  with  a 
stronger,  quicker  pulsation,  which  sent  the  full  tide  of  a  more  glo- 
rious life  through  every  swelling  vein  and  thrilling  nerve.  Such 
periods  are  not  only  fruitful  of  great  warriors  and  statesmen,  but  of 
immortal  poets  and  artists ;  and  ^Eschylus  and  Pheidias  are  as 
natural  offspring  of  the  Persian  wars  as  Miltiades  and  Pericles. 

The  battle  of  Marathon,  in  which  the  Athenians  first  faced  the 
dreaded  Persians  *  and  came  off  victorious,  taught  them  their  innate 
superiority  over  their  barbarian  foes,  and  saved  them  alike  from 
foreign  dependence  and  domestic  tyranny.  During  the  ten  succeeding 
years  they  lived  in  the  joyous  consciousness  of  victory  gained  by 
heroic  deeds  and  of  capacity  for  unbounded  sacrifice.  Their  hearts  beat 
high  at  the  prospect  of  a  renewed  struggle,  and  the  memories  of  the 
glorious  past  prepared  and  strengthened  them  for  the  crowning  efforts 
of  Salamis,  Platicae,  and  Mycale. 

The  tremendous  crisis  occasioned  by  the  invasion  of  the  Persians 
naturally  brought  the  noblest  of  the  Greek  races  to  the  front ;  and 
when  we  speak  of  Greece — her  mighty  efforts  and  her  glorious 
triumphs— we  generally  mean  Athens  alone.  Without  the  high- 
spirited,  adventurous  (many  would  say  imprudent)  initiative  of 
Athens,  the  heroic  self-devotion  of  Leonidas,  the  selfish  patriotism  of 
the  Spartans,  would  have  availed  but  little.^ 

It  was  natural  that  the  State  which  had  shown  the  greatest  vigour 
and  made  the  greatest  sacrifices  should  reap  the  highest  rewards  both 
in  national  vitality  and  strength  and  in  external  power.  Athens,  of 
which  we  have  heard  so  little  in  the  preceding  periods,  now  assumes 
the  first  place  in  plastic  art,  while  other  cities,  hitherto  so  conspicuous, 
as  Sparta,  Argos,  Sicyon,  and  iEgina,  are  either,  like  the  last  of  these, 
heard  of  no  more,  or  take  their  tone  from  Athens. 

The  very  misfortunes  of  this  city  were  favourable  to  the  display 
of  her  unrivalled  powers  of  construction.     Had  it  been  left  uninjured 


'  Herod,  vi.   112:   *  The  Athenians  were  the  mere  name  of  the  Medcs  was  a  terror  to 

the  first  of  the  Hellenes,  as  far  as  we  know,  the  Hellenes^* 

who  charged  the  enemy,  and  the  first  who  '  Read  the  noble  answer  of  the  Athenians 

braved  the  sight  of  the  Median  dress,  and  to  Alexander,  the  envoy  of  Mardonius  (He- 

of  the  men  in  this  dress,  for  up  to  this  time  rod.  viii.  143). 
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by  the  invading  hordes  of  Persia,  there  would  have  been  but  a  narrow 
field  for  the  exercise  of  the  architect's  and  sculptor's  art.  Even  before 
the  Persian  wars,  Athens  was  comparatively  a  noble  city — full  of 
temples  and  images  of  the  Gods,  which  were  hallowed  by  the  rever- 
ence of  bygone  generations.  Who  but  an  alien  in  race  and  creed 
could  have  wished  or  dared  to  lay  a  hand  upon  them  ?  It  would  have 
been  impossible  to  make  room  even  for  the  Parthenon  of  Ictinus  and 
Pheidias  by  destroying  the  noble  temple  of  Athene,  which  had  already 
crowned  the  Acropolis  from  the  time  of  the  Pisistratidae.  Even  in 
our  own  times  many  of  the  grandest  cities  of  Europe  owe  their 
chief  beauties  to  a  conflagration.  London  would  have  been  even 
uglier  than  it  is  but  for  the  great  fire  of  1666,  and  Hamburg  dates  its 
chief  splendour  from  the  year  of  its  destruction  by  fire  in  1842. 
There  is,  however,  a  very  good  reason  for  our  anxiety  to  preserve 
what  is  old  in  art,  because  we  are  not  conscious  of  being  better  than 
our  fathers,  but  know,  on  the  contrary,  that  we  could  not  replace 
their  temples  by  structures  of  equal  beauty.  But  Athens  was  made 
a  tabula  rasa  at  the  very  moment  when  an  Ictinus  and  a  Pheidias 
were  there  to  write  their  names  upon  it  in  immortal  characters. 
Xerxes  and  Mardonius  did  the  work  of  fifty  conflagrations,  and  the 
patriotism  of  the  Athenians  themselves  completed  the  destruction  by 
inducing  them  to  use  the  poor  remains  of  their  city  as  materials  for 
a  wall  alike  against  Persian  invasion  and  Spartan  jealousy.  *  They 
spared,'  says  Thucydides,*  *  neither  public  nor  private  property  where 
the  interests  of  the  work  were  concerned,  but  pulled  down  every- 
thing ; '  and  thus  the  ruins  of  old  Athens  served  to  protect  the  new 
and  more  beautiful  city  which  rose  from  its  ashes. 

The  importance  of  these  so-called  fortuitous  circumstances  can 
hardly  be  overrated.  The  state  of  the  case  demanded  the  immediate 
and  combined  efforts  of  the  whole  Athenian  people,  nay,  of  all  the 
industry  and  talent  to  be  found  in  Greece  ;  and  fortunately  the  previous 
foreign  occupation  had  left  the  workmen  of  Athens  destitute  of  em- 
ployment at  the  very  time  when  they  were  most  wanted.  Themistocles 


M.    90:    <l>tiBofi4yovs  fiiiTt   lilov  fi-firt   9rifioalQv  olKoiofiiifiaros,  BOfV  ris   w<f>4K€ia  fartu 
is  rh  ifryoy  &AA^  KoBaipovvras  irJana. 
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wisely  offered  special  privileges  to  artificers  of  other  states,  which  only 
their  urgent  need  could  have  induced  the  Athenians  to  offer  to  aliens  ; 
and  artists  and  workmen  flocked  from  all  parts  of  Greece  to  find 
honour  and  renown,  or  lucrative  employment,  in  the  centre  of  Grecian 
life  and  glory. 
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CHAPTER   XVI. 

GOLDEN  AGE   OF  PLASTIC  ART. 

Pheidias. 

Although  we  can  hardly  say  of  ancient  Greece  that  it  was 
incuriosa  siwrum^  it  is  a  remarkable  fact  that  we  are  left  to  conjecture 
the  date  of  the  birth  of  a  man  like  Pheidias,  who  lived  in  the  full 
blaze-of  the  brightest  period  of  ancient  history.  The  person  of  the 
artist  is  hidden  by  the  dazzling  splendour  of  his  works.  But  we  do 
know  that  in  the  very  nick  of  time,  when  all  things  lay  ready  to  his 
hand,  when  the  long  labours  of  preceding  generations  had  overcome 
every  technical  difficulty,  and  subjected  the  hardest  and  most  stubborn 
materials  to  the  will  and  fancy  of  man  ;  when  the  materials  themselves 
— *  marble,  bronze,  ivory,  gold,  ebony,  and  cypress  wood  * — were  there  in 
inexhaustible  abundance ;  when  an  army  of  skilled  workmen  had  been 
collected  from  far  and  near  to  do  his  bidding ;  when  a  boundless 
field  for  the  display  of  his  genius  and  skill  had  been  cleared  for  him 
by  the  malice  of  the  enemy,  and  the  patriotism  of  his  fellow  citizens ; 
when  the  voice  of  the  whole  people  was  calling  upon  him  for  the 
services  which  he,  of  all  men,  was  most  capable  and  most  desirous  of 
rendering,  came  Pheidias,  the  greatest  artist  of  all  times  and  ages.* 

Pheidias  was  born  probably  about  B.C.  500,  and  was  therefore 
ten  years  old  when  the  battle  of  Marathon  was  fought;  he  was  twenty 
at  the  battle  of  Salamis,  and  came  of  age  in  the  year  of  the  crowning 
victories  of  Plataeae  and  Mycale.     We  know  little  or  nothing  of  his 


'  Plut. /VnVZfj,  12:  8x01;  Tip  0Xij  ^vXWoj,  tix^ai^  Wirrovej,  irXefcrrcu,  x^'^^^<>(f  ^«- 
XaXiC(($,  iKi^QSy  X^<r6i^  Hfitvos^  KinrdpiaaoSf  Oovpyoi,  ficuptis  xp^aov  fia\aKrrip^s  Ka2  iKd- 
ai  8i  ravTtiv  iitwovovaai  irol  KaT€pya(6fi€vai       tftavros  (wypd^tot^  troutiXrcdf  rop€vrai. 
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earlier  years,  but  we  can  easily  imagine  the  effect  of  those  spirit- 
stirring  events  on  the  susceptible  mind  of  this  richly  gifted  youth,  as 
he  was  just  entering  into  life,  in  the  full  flush  of  his  country*s  triumph. 
Pheidias  was  the  son  of  Charmidas,^  of  whom  nothing  is  known  ;  but 
the  fact  that  his  brother,  Pancenus,*  like  Pheidias  himself  in  his  earlier' 
years,  was  a  painter,  renders  it  probable  that  he  belonged  to  a  family 
of  artists.  His  first  teacher — probably  in  the  technical  part  of  the 
sculptor's  art — was  Hegesias  or  Hegias/  His  second  and  most  im- 
portant instructor  was  Ageladas  of  Argos,  who  probably  came  to 
Athens  in  Ol.  75.  4  (B.C.  476),  when  the  rebuilding  of  the  city  began, 
and  when  Pheidias  was  still  a  young  man.  Pheidias  appears  to  have 
begun  his  career  as  a  painter,  and  as  such  to  have  come  into  contact 
with  his  great  contemporary  Polygnotus,  whose  pictorial  influence  on 
the  style  of  Pheidias  is  traced  by  some  writers  in  the  sculptures  of 
the  Theseion.  As  an  independent  sculptor  he  appears  first  under  tlie 
administration  of  Cimon,  about  the  year  B.C.  471  ;  but  his  greatest 
works  were  executed  during  the  brilliant  administration  of  his  friend 
and  patron  Pericles,  who  entrusted  to  him  the  entire  and  absolute 
control  over  the  public  works  with  which  he  sought  to  enrich  and 
adorn  the  city.  From  the  meagre  notices  which  have  come  down 
to  us,  we  gather  that  he  shared  in  the  illustrious  statesman's  perils 
as  well  as  his  glory.  Like  the  .philosopher  Anaxagoras  and  the 
gifted  hetaera,  Aspasia,  he  was  exposed  to  the  bitter  enmity  of  those 
who  envied  him  his  fame  and  the  friendship  of  Pericles.*  *  When  he 
became  the  friend  of  Pericles,  and  acquired  the  greatest  influence 
through  him,  some  became  his  enemies  through  envy,  and  others 
wished  to  test  in  him  the  opinion  of  the  Demos  concerning  Pericles,^ 
whom  they  feared  to  attack  directly.'  A  brother  artist  of  Pheidias, 
named  Medon,  was  suborned  to  accuse  him  of  embezzling  the  gold 
of -which  the  robe  of  the  Athene  Parthenos^  was  to  be  made.     When 


*  Strabo,  viii.  p.  353.     Pausan.  v.  10.  2.  <  Dio  Chrysostom,  Orat,  35.  i,  p.  282. 
The  inscription  on  the  base  of  the  Zeus  at  *  Plut.    Peric,    13 :    Wiano.  tk  iicTirc   koDl 
Olympia  was  ^ci8fas  Xap/i/8ov  vi^s  'A^iji'tiuof  irian^v    iwiffKoros    ^y  ain^  ^uHlas  .... 
fi'  iwoiria€,  itrttrrdrti  rois  rcxWrcus  9ih  ^i\lw  nfpiK\4ovs. 

•  Pausan.  v.   11.    6.      Strabo  (viii.   353)  Conf.  Dio  Chrysostom,  OnU,  12.  55,  p.  402. 
calls  Panoenus  &5cX^i8oSs.  •  Plut.  Peric,  31. 

■  Plin.  M  H,  XXXV.  54.  '  Eusebius    {Chron.)    dates    this    statue 
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he  had  easily  refuted  this  more  infamous  charge,  by  causing  the  robe  to 
be  weighed,  he  was  accused  of  having  sacrilegiously  carved  a  likeness 
of  Pericles  and  himself  on  the  shield  of  the  Virgin  Goddess.  The 
figure  of  Pericles  was  represented  in  combat  with  an  Amazon, 
his  face  being  cautiously  somewhat  hidden  by  his  raised  arm ; 
Pheidias  himself  figured  as  an  elderly  bald  man,  raising  a  stone  with 
both  hands  above  his  head  in  the  act  of  throwing.  Of  this  crime  of 
presumption,  according  to  Plutarch,  he  was  found  guilty  and  thrown 
into  prison,  where  he  is  said  to  have  died  of  disease  or  poison.' 

The  foregoing  is  taken  from  Plutarch's  life  of  Pericles,  but  the 
Scholia  to  *the  Peace'  of  Aristophanes*  contains  a  different,  and  in 
some  respects  more  credible,  account  Aristophanes,  with  the  usual 
tendency  of  comic  writers  and  satirists  to  represent  great  events  as 
springing  from  insignificant  causes,  brings  the  outbreak  of  the  Pelo- 
ponnesian  war  into  connexion  with  the  charge  of  embezzlement 
against  Pheidias.*  Hermes  being  asked  by  the  Chorus  whose  fault 
it  was  that  the  Goddess  of  Peace  had  deserted  them  so  long,  replies  : 
*  Pheidias  was  the  first  cause  of  this  desertion,  having  fallen  into 
trouble ;  then  Pericles  *  (who  was  accused  of  complicity  with 
Pheidias^),  'fearing  that  he  should  be  involved  in  Pheidias'  misfor- 
tune, and  dreading  your  "worrying  tempers"  (toi/  auroSaf  t/oo- 
TToi/),  inflamed  the  city  .  .  .  and  blew  up  such  a  fire  of  war  that  the 
eyes  of  the  Greeks  watered  with  the  smoke.*  The  Scholiast  on  this 
passage  of  'the  Peace*  informs  us  that  'when  Pheidias  had  been 
banished  for  defrauding  the  city,  Pericles,  to  avoid  the  necessity  of 
giving  in  his  accounts,  began  the  war  ;  that  Pheidias  went  into  exile 
at  Elis,  where  he  executed  his  greatest  work,  the  Olympian  Zeus,  and 
being  again  convicted  of  peculation,  was  put  to  death.' 

In  several  particulars  the  latter  account  is  probably  correct, 
though  the  circumstances  under  which  Pheidias  went  to  Elis — accom- 
panied, as  we  know,  by  a  train  of  distinguished  artists— and  the 
manner  in  which  he  was  received  by  the  Eleians,  render  it  impossible 
to  believe  that  he  left  Athens  as  a  convicted  felon.     He  was  not  only 


OI.  85.     Ace.  to  the  Scholiast  to  Aristoph.  »  Plut.  Peric.  31.       *  v.  573  (ed.  Bothe). 

Nub,  859,    Pericles  was  an  accomplice  in  ■  Aristoph.  Pax^  573. 

the  embezzlement  *  Schol.  Aristoph.  Nub,  832. 
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welcomed  at  Olympia  with  the  highest  honours,  but  commissioned 
to  execute  the  grandest  and  costliest  work  which  the  world  had  ever 
seen — the  image  of  the  great  father  of  Gods  and  men,  the  Olympian 
Zeus.  The  studio'  which  the  Eleians  erected  for  him  in  the  imme- 
diate vicinity  of  the  Altis  was  still  shown  in  the  time  of  Pausanias 
by  the  ^aiZpxnnaX  (or  Cleansers)  to  whom  the  honourable  office  of 
preserving  it  was  committed.  He  was  even  permitted  to  carve  his 
name  on  the  base  of  the  statue  of  Zeus,  an  immortal  honour  which 
was  denied  him  by  his  own  countrymen,  in  the  case  of  the  Athene 
Parthenos. 

WORKS   OF   PHEIDIAS. 

The  attention  of  Themistocles,  under  the  stress  of  immediate  and 
terrible  dangers,  was  naturally  directed  to  the  most  practical  and 
necessary  operations,  and  we  therefore  hear  little  about  works  of  fine 
art  during  his  administration.  But  when  the  once  glorious  star  of 
the  hero  of  Salamis,  so  lately  meet  companion  of  the  Gods,  had  set 
in  dishonourable  exile,  the  helm  of  the  state  was  guided  by  the 
liberal,  not  to  say  lavish,  Cimon.  Under  his  administration  the 
Athenians,  assured  of  the  safety  of  their  city,  could  devote  them- 
selves entirely  to  its  adornment.  *  The  war*  (with  the  Persians),  says 
Diodorus  Siculus,*  'having  ended  in  so  unexpected  a  manner,  the 
inhabitants  of  Greece  were  not  only  freed  from  dangers,  but 
acquired  great  glory,  and  every  Greek  city  was  filled  with  such 
abundance  that  all  wondered  at  the  change.  During  fifty  years 
from  this  time  Greece  made  great  progress  towards  prosperity.  For 
in  these  times  the  arts  flourished  through  the  general  affluence,  and 
the  greatest  artists  are  said  to  have  lived,  among  whom  was  Pheidias 
the  sculptor.* 

The  Athenian  people,  more  especially,  exalted  by  the  conscious- 
ness of  their  victory  over  enemies,  and  no  less  by  their  undisputed 
supremacy  over  rivals  in  Greece  itself,  was  seized  by  an  enthusiastic 
zeal  for  the  restoration — on  a  scale  befitting  their  new  rank  in  the 
world — of  the  temples  and  shrines  of  those  immortal  Gods,  by  whose 


*  Lately  discovered  outside  the  W.  wall  of  the  Altis  at  Olympia. 
^  xii.  I  :  itoAAV  MHoatv  irpbs  r^r  t{/9atfioyiay, 
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visible  intervention  they  had  achieved  their  triumphs.  Cimon  em- 
ployed not  only  the  booty  taken  from  the  Persians,  but  his  own  great 
private  means,  in  rendering  Athens  the  grandest  and  most  beautiful 
city  in  the  world.  The  Park  of  the  Academy  with  its  shady  walks 
and  running  streams,  and  the  Portico  and  groves  of  the  Agora,  were  his 
work.  It  was  under  his  patronage  that  the  young  Pheidias  first 
appeared  on  the  stage  which  he  was  destined  to  tread  so  long,  and 
with  such  unrivalled  glory.  We  first  hear  of  him  in  connexion  with 
the  adornment  of  tlie  Tluseion  (temple  of  Theseus)  after  the  taking  of 
Scyros  in  470  B.C.  This  island  of  pirates,  barren  as  it  was,  contained  an 
inestimable  treasure  in  the  bones  of  Theseus.  The  great  Athenian 
hero,  *  as  the  mythical  champion  of  Democracy,'  was  naturally  in  high 
favour  at  Athens,  especially  after  the  battle  of  Marathon,  in  which  he 
had  visibly  aided  the  Athenians.*  In  the  year  476  B.C.,  the  Athenians 
were  directed  by  an  oracle  to  bring  home  his  bones  from  Scyros,  and  to 
enshrine  them  in  a  manner  worthy  of  their  godlike  champion  and 
themselves.  A  skeleton  of  gigantic  size,  discovered  in  the  island  by 
Cimon,  just  at  the  right  moment,  was  transferred  to  Athens  and 
conducted  in  solemn  pomp  by  the  jubilant  people  to  its  final  resting- 
place,  over  which  a  magnificent  temple  was  erected.  The  precincts  of 
this  building  were  appropriately  made  a  sanctuary  in  which  the 
poor  man  and  the  slave  could  claim  protection  from  the  oppressor.* 
Pheidias  was  employed  to  furnish  the  Theseion  with  its  plastic 
ornaments,  of  which  we  shall  have  to  speak  more  at  large  under 
the  head  of  extant  remains  of  this  period. 

Cimon  also  built  the  S.  wall  of  the  Acropolis,  on  a  buttress  of 
which  tlie  temple  of  Nike  Apteros  was  afterwards  reared  ;  and  began 
or  restored  the  Anakeion  (temple  of  the  Dioscuri),  and  the  temple 
of  Artemis  Eucleia, 

It  was  evidently  Cimon's  chief  delight  to  make  plastic  art  con- 
tribute to  the  glorification  of  Athenian  valour,  and  with  this  view  the 
young  Pheidias  was  employed  by  him  on  a  Bronze  group  of  thirteen 
figures  which  was  offered  at  Delphi  from  the  proceeds  of  a  tithe  of  the 


»  Grote  {Hist,  of  Greece^  v.  113)  in  controversy  with  Clinton,  F<isL  Hcllai.  ad  An,  476. 
'•'  AthenoBus,  vi.  235. 
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Persian  booty.  We  know  nothing  of  this  work  beyond  the  names  of  the 
persons  represented — viz.  Atliene  and  Apollo,  with  Milttades,^xo\yd\Ay 
between  them,  in  the  place  of  honour  ;  then  the  national  heroes  Erech- 
theus,  Cecrops,  and  Pandion  ;  and  seven  of  the  tutelary  Eponymi  of  the 
ten  Phylae  (Tribes),  LeoSy  Antiochus,  ^geus,  Acamas,  Codrus,  T/ieseus 
and  Pkileas.  Pausanias  *  conjectures  that  the  three  kings,  Antigonus, 
Demetrius,  and  Ptolemy,  were  substituted,  in  the  Macedonian  era,  for 
the  missing  Eponymi,  Ajax,  CEneus  and  Hippothoon,  This  work  will 
remind  us  of  a  similar  one  by  Aristomedon  the  Argive,*  mentioned 
above,  and  was  no  doubt  executed  by  Pheidias  before  he  was  com- 
pletely emancipated  from  the  influence  of  his  master  Ageladas. 

Under  Cimon  too  he  made  an  Athene  of  ivory  and  gold  for  the 
town  of  Pellene  in  Achaia,  which  was  his  first  representation  of 
his  favourite  Goddess  ;•  also  the  Athene  Areia  at  Plataeae,  a  colossal 
acrolith  of  gilded  wood,  the  nude  portions  of  which  were  of  Pente- 
lican  marble,*  and  which,  with  the  temple  in  which  it  stood,  is  said 
to  have  cost  eighty  talents,  or  nearly  20,000/.* 

A  far  more  remarkable  Pheidiac  work  of  this  period  was  the 
gigantic  Athene  Promachos^  of  bronze,  which  stood  on  the  Acropolis, 
between  the  Erechtheium  and  the  Parthenon,  as  is  proved  by  the  dis- 
covery of  its  pedestal  in  1840.^  This  was  the  living  representation 
of  the  guardian  goddess  of  the  city,  the  ')(pv<To\o^^o9  WdXKds^ 
(Pallas  of  the  golden  spear),  before  whose  awful  aspect  even  Alaric 
shrank  in  horror.  The  crest  of  her  helmet  and  the  point  of  her  spear 
could  be  seen  by  the  mariner  off  the  promontory  of  Sunium,^  glitter- 
ing in  the  sunlight  as  a  welcome  to  her  own  chosen  people,  and  an  awful 
warning  to  her  foes.  This  implies  that  the  statue  must  have  been 
higher  than  the  roof  of  the  Parthenon,  which  rose  to  sixty-four  feet. 
The  Promachos,  therefore,  with  its  pedestal,  must  have  been  at  least 
seventy  feet  in  height.  We  get  some  idea  of  this  colossal  figure  from 
Athenian  coins  (fig.  70)  ;  but  curiously,  and  unfortunately,  the  repre- 
sentations on  the  different  coins  are  not  identical,  although  we  cannot 


'  X.  10.  I.  *  Vide  j///m,  p.  90.       •  Pausan.  i.  28.  2. 

■  Pausan.  vii.  27.  2.     *  Ibid.  ix.  4.  i.  '  Schbll  im  Kumtblatt,  1840,  No.  75. 

*  Plutarch,  AristiJ.  20.  *  Eurip.  /<?«,  v.  9.  •  Pausan.  i.  28.  2. 
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doubt  that  they  arc,  more  or  less,  accurate  copies  of  the  Athene  Pro- 
machos  of  the  Acropoh's. 

In  one  of  these  (fig.  70,  a)  the  goddess  grasps  the  middle  of  her 
spear  with  her  left  hand,  while  her  shield  rests  on  the  ground  ;  in 

a  Fir..   70. 


ATHENIAN   COINS  WITH   THE  ATHENE   PROMACHOS. 

the  other  (70,  b\  she  is  leaning  her  right  hand  on  the  top  of  her  spear, 
and  raising  her  shield  with  the  left.  The  fact  that  the  inside  of  the 
shield  was  adorned  by  the  famous  toreutic  artist  Mys  with  a  relief 
of  the  Battle  of  the  Centaurs^  after  a  design  of  Parrhasius,  a  genera- 
tion after  Pheidias,  makes  it  probable  that  the  shield  of  the  great 
statue  was  on  the  ground,  as  in  fig.  a. 
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CHAPTER   XVII. 

PHEIDIAS    UNDER    THE    ADMINISTRATIONS    OF 

PERICLES. 

But  though  Cimon  did  much  to  encourage  art,  and  was  able  to 
employ-  Pheidias  in  his  earlier  years,  his  administration  was  but  the 
dawn  of  the  glorious  day  which  broke  on  Athens  when  Pericles 
and   Pheidias  reigned  respectively  in  the  world  of  politics  and  the 

Fig.  71. 


VIEW  OF   THE  ACROPOLIS  OF  ATHENS   RESTORED. 

world  of  art.  Their  gigantic  projects  for  the  restoration  and  adorn- 
ment of  the  city  were  carried  out  with  the  same  vigour  with  which 
they  were  conceived.  In  the  astoundingly  short  period  of  aboirt 
twenty  years,  nearly  all  the  great  buildings  of  Athens  and  Attica 
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were  begun  and  completed  :  the  Parthenon  (consecrated  01.  85.  3-437 
B.C.) ;  the  Odeum  (concert  hall),  built  partly  of  the  timber  of  captured 
Persian  ships  ;  the  Erechtheimn  (01.  92.  4-408  B.C.) ;  and  the  temples 
of  Nike  apteros,  of  A  res^  of  Hephxstus,  of  Aphrodite  Urania^  of  Demeter 
in  Eleusis,  of  Nemesis  in  Rhamnus,  the  temple  at  Sunium^  and  the 
Propylcea  (437-431  B.C.),  on  the  Acropolis  of  Athens  (fig.  71,  c\  And 
here  we  are  reminded  of  the  words  in  which  Plutarch  ^  speaks  of 
these  mighty  achievements.  '  Hence,*  he  says,  *  we  have  the  more 
reason  to  wonder  that  the  structures  raised  by  Pericles  should  be 
built  in  so  short  a  time,  and  yet  built  for  ages.  For  as  each  of  them, 
as  soon  as  it  was  finished,  had  the  venerable  air  of  antiquity,  so  now 
that  they  are  old,  they  have  the  freshness  of  a  modern  building,  A 
bloom  is  diffused  over  them  which  preserves  their  aspect  untarnished 
by  time,  as  if  they  were  animated  with  a  spirit  of  perpetual  youth  and 
unfading  elegance.', 

ATHENE   PARTHENOS.' 

The  most  appropriate  subject  for  the  dignified  style  of  Pheidias, 
and  that  in  which  he  mo.st  delighted,  was  the  great  tutelary  Goddess 
of  Athens,  Pallas  Atliiniy  in  whom  the  material  and  spiritual  life  of 
the  Athenians  centred.  To  her  the  city  belonged,  by  right  of  her 
victory  over  Poseidon,  and  by  the  award  of  the  great  council  of  the 
Gods ;  and  to  her  its  people,  in  every  relation  and  circumstance  of 
life,  looked  up  for  protection,  sympathy,  and  guidance.'  In  her 
divine  person  were  combined  and  expressed  the  victorious  majesty, 
the  wisdom  and  virtue,  the  personal  dignity,  strength  and  grace,  the 
nobleness  and  splendour  of  the  Athenian  people,  whose  representative 
and  guardian  she  was. 

The  Scholiast  to  Demosthenes  *  speaks  of  three  statues  of  Athene 


*  Plut.  Peru,  xiii. :  ydXivroL  Bavfuurrhr  V  9^fi9is  a4$€i¥  oh94y  ri  iaffot^  riiv  ^ABriray 
rh  rdxos.  (Lyovffiv  4y  rifip*  rh  9h  ii.yii&rcerov  4w  Koiy^ 

*  For  a  masterly  and  exhaustive  descrip-  iroAXoij  wp6r€poy  yofiiffBkv  frftriy  ^  <rxfyri\$oy 
tion  of  the  Partlienon  and  all  that  belongs  to  Airb  ray  94i/jMy  itrrly  ^Adavas  dyaXfia  iy  r^  yvv 
it,  the  reader  should  consult  the  magnificent  'A/cpoirdAt*  t<Jt€  8i  6yo/jLa(ofi4yri  WAci  •  ^firi  Hh 
work  of  Michael  is,  Der  Parthen(m.  4s  airrh  fx^i  wttreTy  iK  rod  ovpayov. 

*  Pausan.  i.  26.  7 :  'Upit  fi^y  rijs  ^ABriyat  «  Sc^l.  Dem.  con,  Androt,  13,  p.  597 
4ffr\v  1i  T€  iXK-ti  irrfAts  Koi  rj  ira<ro  ifioius  yrj,  (ed.  Reiske). 

nai  yitp  5<rois  Otobs  KoOdarriKfy  AWovs  iv  ro7i 
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in  different  localities  :  *  i,  the  original xoanon  of  olive  wood,  which  was 
called  Athefte  Polias,  because  the  city  was  her  own  ;  2,  the  Statue  of 
bronze,  set  up  by  the  victors  at  Marathon,  which  was  called  Athene 
Promachos  ;  and  3,  the  image  of  Athene Parthenos,  which  the  Athenians 
made  of  gold  and  ivory,  "  because  they  had  become  richer  through 
the  victory  of  Salamis,  and  because  the  victory  itself  was  greater."  * 
Pausanias,  Pliny,  Strabo,  Thucydides,  Pluto,  Plutarch,  Aristides,  and 
other  writers  of  antiquity,  either  describe  or  refer  to  the  last  of  these, 
the  Athene  Parthenos,  as  the  greatest  artistic  glory  of  Athens.  It 
was  consecrated  01.  85.  3  (437  B.C.),  in  the  most  famous  temple  of  the 
ancient  world,  the  Parthenon,  built  by  Ictinus  on  the  Acropolis.  As 
the  temple  itself — which  even  in  its  ruins  is  the  wonder  and  admira- 
tion of  the  world — was  constructed  from  the  costliest  materials,  and 
embellished  by  the  highest  efforts  of  the  sculptor,  the  painter,  the 
worker  in  metal,  and  the  embroiderer  ;  so  the  denizen  of  this  magni- 
ficent *  Chamber  of  the  Virgin'  (irapOepdov),  who  hallowed  it  by  her 
indwelling  glory,  could  only  be  meetly  fashioned  out  of  gold  and 
ivory,  wrought  by  hands  of  such  wondrous  skill  as  to  make  the 
material  seem  poor  in  comparison  with  the  work.* 

The  statue  itself  was  about  thirty-three  feet  in  height,  and  with 
the  basis  about  forty  feet.  The  Virgin  Goddess  stood  erect,  robed  in 
a  simple  chiton  of  beaten  gold  reaching  to  her  feet,^  and  wearing  on 
her  bosom,  which  was  covered  by  the  aegis  or  gorgoneion,^  the  head 
of  Medusa  in  ivory.  Her  closely  fitting  Attic  helmet,  or  skull-cap, 
had  a  sphinx  in  round  work  on  the  top  as  crest,  and  on  either  side 
a  griffin  in  high  relief.*  The  sphinx  was  the  emblem  of  inscrutable 
wisdom,  the  griffins  of  watchfulness  and  forethought.  The  soles  of 
her  sandals,  which  were  of  gold,  were  very  high,  and  their  sides  were 
enriched  with  elaborate  chasing.  Her  weapons  are  for  the  moment 
laid  aside,  but  in  her  extended   right  hand  she  held  a  winged  figure 

>  It  is  related  that  when  Pheidias  told  the  The   large    himation    worn    by  the   Pallas 

Athenians  that  the  Athene  Parthenos  should  Giustiniani  (in  the  Vatican)  and  the  Pallas 

be  made  of  marble   *  because  it   was  more  Velletri  (in  the  Louvre)  is  of  later  date  than 

durable,*  they  listened  quietly;  but  when  he  the  Athene  Parthenos. 

added,  *and  also  cheaper,'   they  bade  him  ■  See  the  description   of  this  formidable 

hold  his    peace  (Parid.  A]^//.  l^a/er.  Max,  object  in  Eurip.  /on,  991. 

i.  I,  Ext.  7).  *  Vide  tn/ra,  p.  187,  fijr.  73,  a. 

*  Pausan.    i.    24.    5 :    ^y   x'"''*'''*   iroZ-fipti. 
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of  Nike — six  feet  in  height,  and  wearing  a  garland — holding  either  a 
garland  or  a  tcenia  in  her  hands,  with  which  to  crown  the  victor.'  In 
her  left  hand  the  Parthenos  held  her  spear,  but  rather  as  a  sceptre 
than  a  weapon  ;  and  on  the  same  side,  resting  on  the  ground,  was  the 
large  circular  shield,  half  concealed  by  which  the  Erechthonian  ser- 
pent,* emblem  of  the  autochthonous  Athenians,  reared  its  formidable 
head.  The  comparatively  blank  right  side  of  the  figure  may  have 
been  filled  up  by  more  ample  folds  of  the  dress,  and  by  the  moral 
weight  of  the  figure  of  Victory.  These  accessories — the  Nike,  the 
Serpent,  and  the  Sphinx — were  objects  of  the  highest  admiration  to 
ancient  amateurs.' 

With  regard  to  the  material,  we  may  say  generally,  that  the  nude 
parts  were  of  ivory,  the  eyes  partly  of  ivory  and  partly  of  precious 
stones,  and  the  dress  and  weapons  of  gold.^  Thucydides*  gives 
the  value  of  the  removable  (wspuitpsTov)  robe  at  forty  talents,  and 
Diodorus  Siculus^  at  fifty;  perhaps  the  latter  included  the  metal 
which  was  permanently  fastened  to  the  statue.  The  front  of  the 
basis  of  the  statue  was  adorned  with  reliefs  representing  the  Bir^/i  of 
Pandora  (or  rather  her  creation  by  Hephaestus)  in  the  presence  of 
twenty  Gods?  On  the  sides  of  the  high  golden  soles  of  the  sandals 
the  Battle  of  the  Centaurs  and  Lapithce  was  chiselled.^  The  convex 
surface  of  the  shield  contained  a  Battle  of  the  Amazons,  and  the 
concave  a  Gigantomachia,  arranged  as  a  frieze  round  the  handle. 
Very  careful  and  elaborate  attempts  have  been  made  to  restore  the 
Parthenos  of  Pheidias,  by  the  help  of  descriptions  by  ancient  authors, 


*  In  some  Attic  reliefs  with  a  similar  Met,  ii.  56),  threw  themselves  in  despair 
motif,  Nike  is  represented  fl)ring  away  from  from  the  Acropolis.  Apollodor.  iii.  14.  6. 
the  goddess  with  a  garland  in  her  hand,  and  Hygin.  Fab,  166.  Eurip.  Ion,  260.  Of 
in  others  Athene  herself  holds  out  the  crown  this  serpent  Plutarch  {De  Isideet  Osiride,  75) 
of  victory.  remarks  that  Pheidias  added  the  serpent  to 

*  Pausan.  i.  24.  5  :  Erechthonius,  son  of  the  statue  of  Athene,  and  the  tortoise  to  that 
Hephaestus  and  Ge,  either  wholly  or  half  of  Aphrodite,  to  indicate  that  virgins  need 
serpent  in  form,  was  adopted  by  Athene,  and  a  guard,  and  that  home-staying  and  silence 
entrusted  to  Herse,  Aglauros,  and  Pandrosos,  b^ome  married  women. 

daughters  of  Cecrops,  in  a  chest,  which  the  ■  Plin.  N,  H,  xxxvi.  18. 

sisters  were  forbidden  to  open.     Pandrosos  <  Plato,  Hipp,  Maj.  p.  290  B. 

alone  was  obedient  to  the  command.     The  »  ii.  13.            •  xiL  40. 

other  two  opened  the  fatal  box,  and  seeing  *  Pausan.  i.  24.  3. 

the  child  in  the  form  of  a  serpent  ( *  infantem-  •  *  Adeo    momenta  omnia    artis   capacia 

que  vident,apporrectumquedraconem,' Ovid,  illi  fuere'  (sc.  Phidise).~Plin.  xxxvi.  18. 
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and  several  works  of  ancient  art.  De  Quincy  relied  chiefly  on  the 
Gem  of  Aspasios  *  for  the  helmet,  and  on  the  Athene  Farnese  for  the 
robe  ;  but  his  theory  that  her  apparel  could  not  be  made  too  elaborate 
and  costly  has  not  been  generally  approved.  The  restoration  pro- 
posed by  Flaxman,*  which,  in  the  main,  we  have  adopted  in  the  fore- 
going description,  is  far  more  in  accordance  with  the  literary  notices, 
and  with  the  spirit  of  Pheidias.  We  are  greatly  assisted  in  forming 
an  idea  of  the  general  character  of  the  y\g.  72. 

work  by  some  Attic  coins,  and  by  one 
of  king  Antiochus  Euergetes.  There 
are  also   some   Attic   reliefs  on  votive 

tablets,    in    which    the    Parthenos    is 

pourtrayed,  and  which  illustrate  in  a 

remarkable  manner  the  words  of  Pau- 

sanias   and   Pliny.^       Of   still   greater 

importance  in  this  enquiry  is  the  dis- 
covery  of   a    Statuette   of   Pentelican 

marble^  found  by  Lenormant  near  the 

Pnyx  at  Athens,  in   1859,  and  now  in 

the  Theseion    (fig.   72).      This   figure, 

which  is  rather  more  than  a  foot  high, 

is  undoubtedly  a  copy  by  some  rude 

hand  of  the  familiar  form  of  Pheidias* 

Parthenos  ;  and  though  utterly  worth- 
less as  a  work  of  art,  gives  us  a  clearer 

idea  of  its  general  character  than  any 

,.     ^  ,  ,       1  A  .     ,        ,  STATUETTE  FROM  THE 

com  or  relief  could  do.      As  might  be  ^ 

expected  in  so  rude  a  copy,  it  is  deficient  in  many  of  the  details  of 
the  work  of  Pheidias  as  described  by  ancient  authors — the  sphinx 
and  griffins  of  the  helmet,  the  figure  of  Nike,  &c.  But  it  settles 
the  vexed  question  of  the  position  of  the  serpent — a  position 
entirely  in  accordance  with  the  habits  of  the  animal,  and  the  well- 
known  Laocoon  episode  in  Virgil's  -^neid.     The  very  formal  type 


STATUETTE  FROM  THE  PARTHENON. 


'  Millin.  Gall.  Myth,  yj^  132.  *  Lectures  on  Sc,  pi.  49. 

*  These  will  be  found  in  Michaelis,  Der  Parthenon, 
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of  the  Lenormant  figure,  its  strong,  full  proportions,  the  heavy  folds 
of  the  dress,  the  position  of  the  arms,  &c.,  give  it  the  architec- 
tural character  which  we  should  expect  the  statue  of  Pheidias  to 
possess.  The  claim  of  this  statuette  to  be  a  copy  of  the  Parthenos 
is  greatly  strengthened  by  the  subject  of  the  relief  on  the  shield,  in 
which,  though   much  defaced,  the  Battle  of  the  Amazons   may  be 

Fig.  73. 


MARBLE  SHIELD   IN   THE   BRITISH    MUSEUM. 


recognised.    Among  the  other  figures  represented,  we  see  the  *  bald- 
headed  '  Pheidias  himself  wielding  an  axe. 

The  value  of  this  coincidence  is  still  further  increased  by  the  dis- 
covery of  a  similar  but  larger  shield,  in  the  British  Museum  (fig.  73),  by 
Professor  Conze,  which  also  bears  a  relief  of  a  battle  of  the  Amazons, 
and  in  which  the  figure  of  the  bald  Pheidias  is  again  distinctly  seen 
(fig.  73,  a).  The  only  difference  between  the  two  representations  of 
the  great  sculptor  is,  that  in  the  fragment  in  the  British  Museum  he 
is  wielding  an  axe,  and   not,  as  in  the  Lenormant  shield,  a  stone.' 


'  It   is  said   that  another  fragment  of  a      been  lately  discovered  in  the  Vatican  by  Prof, 
shield  containing  the  figure  of  Pheidias  has       Kliigemann,  but  I  have  not  yet  seen  it. 
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The  very  remarkable  figure  in  the  shield  of  an  Amazon  stretched  at 
full  length  on  the  ground,  with  her  hands  clasped  above  her  head, 
occurs  again  on  some  painted  vases,  the  subjects  of  which  are  mani- 
festly taken  from  the  Parthenon  and  the  Theseion  at  Athens.* 

At  the  end  of  last  year  another  copy 
of  the  Athene  Parthenos  of  Pheidias, 
the  /^^//«^/^  of  which  betrays  its  Roman 
origin,  was  discovered  by  some  work- 
men near  the  Varvakion  at  Athens.  This 
figure,  which  is  about  three  feet  high,  is 
of  Pentelican  marble,  highly  polished, 
and  shows  some  traces  of  gilding.  Al- 
though some  ridicule  has  been  attached 
to  it  by  the  absurd  telegram  sent 
by  the  Mayor  of  Athens  to  the  Lord 
Mayor  of  London,  in  which  the  dis- 
covery of  an  Athene  Nikephoros  by 
the  hand  of  Pheidias  himself  was  pom- 
pously announced,  the  statuette  in  ques- 
tion has  considerable  scientific  value. 
It  is,  no  doubt,  in  all  essential  respects, 
a  miniature  of  the  chryselephantine 
colossus  of  the  Parthenon,  and  it  affords 
valuable  evidence  on  several  points 
which  the  Lenormant  statuette  had 
left  doubtful.  The  two  copies  mutually 
supplement   each  other   in  a  very   re- 

ATHENE   NIKEPHOROS. 

markable  manner ;  the  one  giving  most 

clearly  just  those  details  of  the  original  which  are  neglected  in  the 
other.  The  round  skull-cap  of  the  Lenormant  figure  is  entirely  with- 
out ornament,  while  that  of  the  newly  discovered  statuette  has  the 
Sphinx  in  round  work  on  the  top  of  the  cap,  which  is  surmounted  by 
a  lofty  crest.   On  each  side  is  a  figure  in  high  relief,  which  is  generally 


*  See  a  relief  in  the  Hemicyclium  behind  the  Egyptian  ^te-way  of  the  Villa  Borghese 
at  Rome  (Conze,  Arch,  Zeit.  xxxiii.  39).  * 
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called  a  griffin,  although  it  has  tlie  legs  and  hoof s  of  a  fiorse.  In  the 
latter  work,  too,  the  scales  and  snake-fringe  of  the  gorgoneion  are 
carefully  and  elaborately  worked  out.  A  still  more  important  feature  in 
the  new  *  find  '  is  the  well-preserved  figure  of  a  zvinged  Nike  on  the  hand 
of  Athene,  holding  out  the  taenia.  It  confirms  the  acute  conjecture 
of  Michaelis  in  his  great  work  on  the  Parthenon,  that  the  Goddess 
of  Victory  was  neither  flying  directly  from  nor  to  her  great  Patroness, 
Pj^  as  was  generally  assumed,  but  stood  side- 

ways, so  as  to  present  her  profile  to  the 
worshipper  as  he  entered  the  temple.* 

On  the  other  hand,  the  older  copy  has 
the  merit  of  giving  the  reliefs  on  the  shield 
with  great  clearness,  and  indications  at  least 
of  the  reliefs  on  the  basis,  of  which  the  new 
discovery  shows  no  trace. 

The  chief  novelty  in  the  Athenian 
statuette  is  the  pillar  by  which  the  hand  of 
the  Goddess  Athene  is  supported.  In  this 
respect,  too,  the  artist  of  the  statuette  has 
probably  copied  the  original  work.  If  we 
consider  the  great  weight  borne  by  the  out- 
stretched hand,  such  a  support  will  appear 
to  be  a  matter  of  necessity.  It  was  this 
consideration,  and  the  evidence  of  a  relief 
in   the    Berlin    Museum,  which  led    Carl 

MINERVA   MEDICI.  t%         .    ,  , 

Botticher,  as  early  as  1857,  to  conjecture 
the  existence  of  such  a  support  in  the  original  work  of  Pheidias. 

Among  statues  of  higher  pretensions  as  works  of  art  which  have 
come  down  to  us,  none  is  so  well  calculated  to  give  us  an  idea 
of  the  simple  grandeur  and  divine  majesty  of  the  Parthenos  of 
Pheidias  as  the  noble  torso,  eight  feet  in  height,  called  the  Minerva 
Mediciy^  in  the  fccole  des  Beaux  Arts  at  Paris  (fig.  74).     The  extreme 


'  See  Michaelis  :   *  Eine  neue  Copie  der  nostra  statua  mostra  un  insieme  magnifico, 

Parthenos  des  Pheidias. '  carattere  divino,  partiti  bellissimi,  Pimpres- 

'  Meyer  (quoted  by  Emil  Braun,  Annal.  sione  lotale  k  ripiena  di  brio  e  di  spirito.' 
d.   hist,  xii.  1841)  says  of  this  torso:    *La 
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simplicity  and  motionless  quietude  of  the  original,  of  which  we  get 
a  correct  impression  from  the  Lenormant  statuette,  is,  of  course, 
somewhat  modified  in  the  Parisian  statue.  In  the  latter,  the  right  leg 
of  the  Goddess  protrudes  from  the  upper  garment,  and  an  under- 
garment of  different  material  is  seen  ;  and  she  wears  a  chlamys  on 
the  left  shoulder.  But  the  prevailing  tone  is  one  of  simple  grandeur, 
and  suggests  the  idea  that  we  have  before  us  a  copy  of  the  Parthenos 
modified  to  suit  the  taste  of  a  later  period.*  If,  as  is  generally  sup- 
posed, it  is  of  Carrara  marble,  it  is  probably  a  Roman  work,  executed 
as  a  temple-image  in  the  best  period  of  Roman  imitation.*  The  other 
most  remarkable  representations  of  the  Virgin  Goddess  are  the 
Athene  Velletri  in  the  Louvre,  a  Roman  copy  of  a  Greek  original 
of  the  Pheidian  age,  of  which  the  head  is  especially  admirable,  as 
the  most  perfect  ideal  of  the  Athene  type  ;  and  the  Pallas  Giustinia7ii 
in  the  Vatican,  also  called  the  Minerva  Medica,  from  a  mistaken  inter- 
pretation of  the  snake.  This  statue  is  evidently  copied  from  a  bronze 
original.  With  these  may  be  compared  the  very  fine  statue  of  Pallas 
in  the  Museo  Torlonia  in  the  Lungara  at  Rome. 

THE    LEMNIAN   ATH^lNl?:, 

of  Pheidias,  in  bronze,  was  so  called  from  the  Attic  colonists  in 
Lemnos,  who  offered  this  statue  on  the  Acropolis  of  their  mother 
city,  Athens.  It  appears  to  have  been  of  an  entirely  different  type 
from  the  Parthenos  and  other  representations  of  the  Goddess  by 
the  same  hand  ;  its  chief  characteristic  being  its  exceeding  beauty. 
Pliny'  tells  us  that  it  was  so  beautiful  that  it  received  *the  sur- 
name of  beauty  itself*  (Jam  eximice  pulchritudinis  ut  fomtce  cognomen 
acceperit)^  and  Lucian  *  says  that  *  the  outline  of  the  face,  the  tender 
loveliness  of  the  checks  and  the  symmetry  of  the  nose/  would  fur- 
nish a  model  for  the  delineation  of  the  perfect  beauty  of  Pantheia 
the  Smyrnaean,  mistress  of  the  Emperor  Marcus  Aurelius.     It  is  in 


*  Vide  Annal,  delV  IttsiiL  xii.  and  Afm,  the  central  figure  of  the  E,  pediment  of  the 
d.  Inst,  iii.  13,  of  the  year  1840.  Parthenon  ;  and  he  declares  that  it  is  of  Pen- 

*  This  torso  is  so  grand  that  Botticher  telican  marble. 

(fTonigl.  MuseeHt  p.  374)  supposes  it  to  be  ■  Plin.  N,  fl.  xxxiv.  54.  *  Imag,  4. 
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reference  to  this  statue  that  Himerius  *  dilates  on  the  versatile  power  of 
Pheidias.  *  He  does  not  always/  says  this  writer,  *  represent  Athene 
in  arms,  but  sometimes  decks  the  virgin  Goddess  by  diffusing  a  blush 
over  her  cheek,  so  that  her  beauty  is  concealed  by  it  instead  of  by  her 
helmet'  Very  little  value  is  to  be  attached  to  the  testimony  of  a 
bombastic  rhetorician,  and  it  is  contrary  to  all  we  know  of  Pheidias 
to  suppose  that  he  would  resort  to  an  artifice  to  colour  the  bronze  (as 
was  done  in  the  case  of  Silanion's  Jocasta),  or  that  he  would  represent 
the  *  martial  maid  '  as  a  charming,  blushing  woman,  when  even  his 
Aphrodite  was  of  the  sterner  sort  Two  epigrams^  are  still  extant  to 
the  same  effect  as  the  passages  from  Lucian  and  Himerius,  and  are 
supposed  by  some  to  refer  to  the  Lemnian  Athene.  The  former,  by 
Hermodorus,  runs  thus :  *  When  you  look,  O  guest-friend,  at  the 
Cnidian  Cytherea,  you  will  say,  it  was  she  who  ruled  over  mortals  and 
immortals  ;  but  when  you  see  Pallas,  bold  with  her  spear,  among  the 
Cecropidae,  you  will  exclaim,  "after  all,  Paris  was  a  cow-herd."*  Other 
statues  of  Athene  by  Pheidias  are  mentioned,  one  of  which  was 
dedicated  in  the  Temple  of  Fortuna  at  Rome  by  Paulus  yEmilius, 
after  his  victory  over  Perseus  in  1 68  B.C.  Another  is  mentioned^ 
as  having  been  made  by  Pheidias  in  a  competition  with  Alcamenes, 
with  which  a  well-known  and  interesting  story  is  connected.  When 
the  two  statues,  which  were  to  be  placed  on  lofty  pillars  (}it\  kiov^^v 
u^Xwj/),  were  ready,  they  were  submitted  to  the  judgment  of  the 
Athenian  public.  The  Demos,  seeing  the  two  on  the  ground,  g^ve 
a  decided  preference  to  the  work  of  Alcamenes  over  that  of  Pheidias, 
which,  *with  its  open  lips  and  distended  nostrils  and  other  peculiarities 
adapted  to  the  height  of  the  pillars,*  made  so  very  ugly  an  appear- 
ance, that  Pheidias  ran  a  risk  of  being  stoned.  But  when  they  were 
placed  on  their  lofty  pedestals  the  nobility  of  Pheidias'  art  was 
shown  forth,  and  his  name  was  in  every  mouth,  while  Alcamenes 
became  a  laughing  stock.' 


*  Orat,  21.  4.  Mus,  p.  521. 

*  Anthol.  Grac,  i.  193.     Planud.  iv.   170  ■  Tzetz,  Chil.  353. 

and  iv.  168,  248.    (Planud.  iv.  169).     Conf.  ^  koL  roKXa  xfis  aydkoyow  tit^vs  ro    r&y 

Insc.   found   in   Paphos.   Ros*,   N.    Rhein.  iei6ntf. 


Digitized  by 


Google 


PHEIDIAS  IN  OLYMPIA,  191 


CHAPTER   XVIII. 
PHEIDIAS  IN  OLYMPIA. 

Whatever  may  have  been  the  circumstances  under  which  Pheidias 
left  Athens  and  went  to  Elis,  there  can  be  no  doubt  that  he  was 
honourably  received  in  Olympia,  and  entrusted  with  the  most  impor- 
tant task  which  could  fall  to  the  lot  of  a  Greek  artist,  that  of  repre- 
senting the  great  King  of  Gods  and  men  in  the  most  sacred  centre 
of  Hellenic  life.  We  know  that  Pheidias  was  already  far  advanced 
in  years  when  he  carved  his  own  image  on  the  shield  of  the  Athene 
Parthenos,  and,  as  he  probably  died  in  his  70th  year,  his  greatest 
work  must  have  been  executed  in  the  last  decade  of  his  life.  He 
repaired  to  Elis  with  a  goodly  train  of  pupils  and  fellow  artists,  who 
willingly  subordinated  themselves  to  the  unapproachable  master,  and 
sought  their  chief  glory  in  carrying  out  his  inspired  designs.  Among 
his  followers  were  his  brother  Pancenus^  who  was  associated  with  him 
in  the  contract  as  awep'yoXd^os,  and  was  employed  where  painting  was 
required  ;  Colotes  (*qui  cum  Phidia  Jovem  Olympium  fecerat'*),  who 
helped  Pheidias  in  the  execution  of  the  Olympian  Zeus  ;  and  Alca- 
meneSy  whom  Pausanias  ranks  next  to  Pheidias,  and  who  carved  the 
statues  for  the  western  pediment  of  the  Temple  of  Zeus  at  Olympia. 
To  Pheidias  was  entrusted,  by  the  general  voice  of  Greeks,  the 
tremendous  task  of  giving  a  bodily  form  to  their  highest  conception 
of  the  Godhead,  the  Panhellenic  Zeus  ;  a  work  even  greater  than  that 
of  representing  the  virgin  Goddess  Athene,  the  tutelary  divinity  ot 
Athens.     According  to  the  well-known  story,  the  greatest  of  sculptors 


*  Strabo  (viii.  p.  354)  calls  him  his  nephew.  *  Livius,  xxxiv.  87. 
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derived  the  central  idea  of  this  work  from  the  greatest  of  poets.' 
Being  asked  from  what  model  he  had  formed  his  Zeus,  he  replied  by 
quoting  the  well-known  lines  of  Homer : — 

*H  Koi  KvaPffffTiv  itr*  6<f>pv<ri  vivat  Kpoviwv 
dfjifipoaiai  d'  &pa  xoirat  €V(ppa><ravTO  tivaxrot 
Hparhs  Sn*  dBaydroM  •  fuyav  d*  cX Aiff v  "OXv/itroi^.' 

*  He  said,  and  nodded  with  his  shadowy  brows, 
Waved  on  the  immortal  head  the  ambrosial  locks, 
And  all  Olympus  trembled  at  the  nod/ 

*  Starting  from  such  principles,*  says  Lucian,*  *  Pheidias  showed 
us  Jupiter.*  'Pheidias  alone,*  said  Paullus  ^Emilius,^  ' motus  animo* 
on  beholding  the  God  in  actual  presence  (*  Jovetn  velut  prasentem  \ 
'has  formed  the  Zeus  of  Homer.'  It  was  in  accordance  with  the 
gmius  loci  and  the  art  of  Pheidias  that  the  great  Father  of  Gods  and 
men  should  be  represented,  not  in  action  or  excitement,  but  in  the 
calm  consciousness  of  irresistible  power,  and  in  the  act  of  granting 
a  prayer.  '  Peaceful  and  mild,*  says  Chrysostom,  *  he  sits  enthroned 
as  the  presiding  genius  of  united  and  concordant  Greece  .  .  .  the 
Giver  of  life  and  the  means  of  life  and  every  other  blessing,  the  com- 
mon Father  and  Saviour  and  Guardian  of  all  mankind.'*  Of  this 
wonder  of  the  world  Pausanias®  has  left  us  so  detailed  an  account 
that  attempts  have  been  made — without  much  success — to  recon- 
struct it.^  Its  colossal  size,  about  fifty  feet  in  height,  was  calculated 
to  strike  the  beholder  with  admiration  at  the  very  first  sight ;  and 
this  impression  was  infinitely  increased  by  a  closer  inspection  of 
the  costliness  of  the  material,  the  perfection  of  the  moulding,  and 
the  exquisite  workmanship  of  the  minutest  details.  It  combined 
the  awe-inspiring  mass  of  an  Egyptian  statue  with  the  delicate 
finish  of  the  smallest  gem. 


*  Strabo,  viii.  p.  353.     Conf.  Valer.  Max.  Conf.  Plutarch,  Sulla, 

iii.  7,  ext.  4.     Macrob.  Saturn^  v.  13,  p.  23  :  »  Dio  Chrysostom,  Oral.  74,  p.  412. 

*  nam  de  superciliis  et  crinibus  sejovisvul-  •  Paiisan.  v.  ii.  i-io. 

turn  collegisse,'  &c.  '  De  Quincy,  yup,  Olymp.  p.  274.    Flax- 

*  lliad^  i.  527.               ■  Somn,  8.  man*s  Lectures  on  Sculpture^  plate  20.  Conf. 

*  Liv.  xlv.  28  and  Plutarch,  ^P,  ALmilius,^  Bottiger,  Andeulungen,  p.  93. 
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According  to  Pausanias  '  the  God,  wrought  in  ivory  and  gold  (the 
nude  parts  in  the  former,  the  dress,  attributes  and  ornaments  in  the 
latter),  was  seated,  as  best  consisted  with  his  dignity,  on  a  throne  of 
cedar,  wearing  on  his  head  a  garland  of  artificial  olive  branches.  In 
his  right  hand  he  held  a  crowned  figure  of  Nike,  also  of  ivory  and 
gold,  with  her  face  turned  towards  the  god,  and  holding  a  tania  in 
her  hand  to  bind  his  victorious  brows.  In  his  left  hand  he  held 
a  sceptre  adorned  with  various  metals  {jizraXkois  rols  Traaip  St^rjpOi- 
afjJvov),  one  end  of  which  rested  on  the  ground,  and  the  other  was 
surmounted  by  the  favourite  bird  and  messenger  of  Zeus,  the  eagle. 
The  upper  part  of  the  body  was  almost  entirely  nude.     The  robe, 

Fig.  75. 


COIN    OF   ELIS   WITH   THE  OLYMPIAN   ZEUS. 

which  passed  over  the  left  shoulder,  and  completely  covered  the  lower 
limbs,  flowing  probably  to  the  feet,  was  of  enamelled  gold  inlaid  with 
figures  (fw/Sta)  of  animals  and  flowers,  more  especially  the  lily.  The 
soles  of  his  sandals,  and  the  locks  of  his  hair,  were  also  of  gold.  The 
God  is  represented  as  the  great  fountain  of  honour  to  all  the  citizens 
of  Greece,  and  bears  the  Nike  in  his  hand  as  himself  the  greatest  of 
all  victors,  the  FiyavToXsTiop  and  TtravoKparcop,  as  Lucian  ^  calls  him, 
who  had  not  attained  almighty  power  without  struggle  and  victory. 
Yet  the  tcema  which  Nike  spreads  before  him  is  not  intended  for  the 
God  himself,  for  /le  is  ever  crowned,  but  for  the  victors  in  the  games, 


V.  II.  I -10.  «  Timon,  4. 

O 
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of  which  Zeus  was  the  eternal  president  (fig.  75).  The  throne  itself 
was  of  gold,  ebony,  and  ivory,  and  adorned  with  precious  stones,  and 
with  figures  both  painted  and  carved.  The  details  of  the  exquisite 
work  which  made  this  throne  a  triumph  of  decorative  art  will  be  found 
in  PausaniasJ  I  regret  that  my  limits  will  not  allow  me  to  give  them 
here. 

In  regard  to  the  height  of  the  Olympian  Zeus  of  Pheidias  Pausanias 
has  left  us  no  exact  information,  but  only  remarks  that  the  dimensions 
given  by  those  who  had  measured  it  fall  far  short  of  the  impression 
which  it  makes  on  the  beholder.  Strabo'  says  that  its  size  was 
such  that,  notwithstanding  the  great  height  of  the  temple,  the  artist 
had  failed  in  preser\'ing  the  due  proportion.  *  The  figure,*  he  adds, 
*  though  seated,  nearly  reached  the  top  of  the  building ;  so  that  if 
Zeus  had  risen  from  his  throne  he  would  have  carried  away  the  roof.' 

Having  completed  this  miracle  of  genius  and  skill,  which  the 
noblest  arts  in  their  highest  development  combined  to  enrich  and 
adorn,  Pheidias  prayed  to  Zeus  to  give  him  a  sign  from  Heaven 
whether  the  work  was  pleasing  {.Kwrh  72/0^^171/)  to  him,  in  whose  honour 
it  was  made.  The  prayer  was  answered  by  a  flash  of  lightning  which 
struck  the  black  pavement  in  front  of  the  throne,  and  the  spot  was 
still  marked  in  the  time  of  Pausanias  by  a  bronze  hydria.  This 
black  pavement — which,  by  the  way,  is  still  to  be  seen— was  edged 
with  a  raised  border  of  Parian  marble,  to  stop  the  oil  with  which  the 
wooden  kernel  of  the  chryselephantine  statue  was  saturated  to  counter 
act  the  effects  of  the  damp  air  of  the  Altis  in  Olympia.'  Notwith- 
standing this  expedient,  however,  the  ivory  soon  started,  but  it  was  so 
efficiently  restored  by  the  artist  Damophon  ^  (01.  100-105)  as  to  need 
no  further  repairs.  The  subsequent  fate  of  this  great  work  is  very 
uncertain.  According  to  one  writer  it  was  struck  by  lightning  in  the 
time  of  Julius  Caesar.*  Another  relates  that  Caligula  wished  to  take  it 
to  Rome,  and  to  substitute  his  own  head  for  that  of  Zeus,  but  was  pre- 
vented by  strange  noises  (cachinnus)  from  the  interior  of  the  statue. 


*  V.  II.  I.  wet  with  water  to  correct  the  dryness  of  the 

*  viii.  353.  air  on  the  Acropolis. 

*  We  are  told  that  the  frame- work  of  the  <  Pausan.  iv.  31.  6. 

Athene  Parthenos,  on  the  contrary,  was  kept  *  Eusebius,  Priip.  Evangel.  4.  2.  8. 
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which  dispersed  the  horrified  workmen  employed  to  consummate  the 
sacrilege.'  It  seems  probable  that  it  was  in  existence,  though  hardly 
in  undiminished  glory,  in  the  reign  of  Julian  Apostata  (360  A.D.).*  It 
may  have  been  destroyed  with  the  temple  when  the  Olympian  games 
were  abolished  by  the  Emperor  Theodosius  (son  of  Arcadius),*  in  408 
A.D. ;  although  some  believed  that  it  was  saved  from  the  conflagration 
in  Olympia,  transferred  to  Constantinople  and  there  burnt  with  the 
palace  of  Lausus  in  475  A.D.^ 

Ancient  literature  abounds  in  references  to  this  statue ;  and  the 
soberest  writers  can  only  speak  of  it  in  the  language  of  enthusiasm 
and  hyperbole.  It  was  reckoned  among  the  seven  wonders  of  the 
world.  'Other  wonders  we  may  admire,  but  this  we  worship  as 
an  incredible  {irapdSo^ov)  work  of.  art,  as  the  very  image  {filfirjfia)  of 
Zeus  himself.'  *  *  Cronos  (Saturn)  was  the  father  of  Zeus  in  Heaven 
and  Pheidias  in  Elis.'  *  Pheidias  never  indeed  beheld  Jupiter,  but  he 
conceived  the  Gods  in  his  mind  and  displayed  them  to  men  by  his 
wonderful  art  ;*^  and  *no  one  who  had  seen  his  Zeus  could  easily 
conceive  him  in  another  form.'^  'Those  who  enter  the  temple'  of 
Zeus  at  Olympia  *no  longer  think  that  they  see  ivory  from  the  Indians 
or  beaten  gold  (jjLSTaWsvOepj  from  Thrace,  but  the  son  of  Cronos 
and  Rhea  transferred  to  earth  (fiSTtpKia-fievov  is  yrjv)  by  Pheidias.'  ® 
*  Either  the  god  has  come  down  from  Heaven  to  earth  to  show  his  form, 
or  thou,  O  Pheidias,  hast  gone  to  Heaven  to  see  the  god.'  ^  *  Go  to 
Olympia,'  says  Epictetus,  '  that  you  may  see  the  work  of  Pheidias,  and 
let  each  of  you  consider  it  a  misfortune  to  die  without  a  knowledge 
of  these  things'  {dvKTTSprjTov  toi/tcoi/).*®  Another  writer"  ascribes  to 
this  statue  the  same  virtue  of  stilling  sorrow  as  was  possessed  by 
Helen's  grief-dispelh'ng  potion  :  **  *  such  light  and  grace,  O  Pheidias, 


*  Sueton.  Ca/ig.  22.     Conf.  Cassius  Dio,  •  Seneca  Rhetor.   Controv,  x.  34.     Conf, 
lix.  58.  3,   who  relates  other  miracles  ;  and  Plotinus,  Ennead,  v.  8,  p.  1002. 
Josephus,  Antiq,  Jud,  xix.  I,  who  says  that  »  Dio  Chrysost.  Orat.  53,  p.  401. 
Caligula  employed  Memmius  Regulus.  •  Lucian,  De  Sacrif,  1 1. 

*  Libanius,  Epist,  (ed.  Amstelaed.  1738).  •  AnthoL  Grac,  ii.  208.  48. 

'  Schol,  Luciatty  p.  221  (ed.  Jacobitz).  *•  Arrian.  Epicietusy  i.  6.  23. 

*  Cedrcn.     Comp.    HUt.   p.    322  B    (ed.  "  Dio  Chrysost.  Orat,  12.  25,  p.  400. 
Paris).  **  Homer,  Odys^  iv.  221  : — 

*  Hyginus,    Fab,    223.      Philon.   Byzant.  «•    .  •    >y             -    .  •»  a    1    ' 


De  Septem  Orins  SpectacuHs, 
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are  in  this  art  of  thine/  *  It  seems  to  me/  says  the  same  author,  *  that 
in  the  presence  of  this  image,  the  man  who  is  overburdened  in  his  mind, 
and  worn  out  with  misfortunes  and  griefs,  would  forget  all  that  is 
terrible  and  hard  to  bear  in  human  life,  so  nobly  hast  thou  conceived 
and  executed  thy  work/  Quintilian,  when  speaking  of  the  Athene 
Parthenos  and  the  Olympian  Zeus  of  Pheidias,  declares  that  their 
beauty  'added  new  power  to  the  established  faith,  so  nearly  did 
the  grandeur  of  the  work  approach  to  the  majesty  of  the  Gods  them- 
selves/ * 

The  power  of  language  can  go  no  farther  than  this  in  the  endea- 
vour to  express  the  feelings  of  awe  and  wonder,  of  love  and  joy,  with 
,  which  this  glorious  image  filled  the  hearts 

of  all  beholders.  As  we  read  the  burning 
words  in  which  they  vainly  strove  to  give 
expression  to  the  emotions  which  glowed 
in  their  hearts,  we  remember  the  words  of 
the  Apostle  to  those  who  had  seen  this 
miracle  of  beauty  ;  we  see  the  inspired  artist 
'feeling  after  the  Lord  if  haply  he  might 
find  Him/ 

The  magnificent  bust  in  the  Sala  rotonda 

of  the  Vatican,  known  by  the  name  of  the 

Jupiter  Otricoli  (fig.  *j6)y  is  supposed  by  some 

BUST  OF  ZEUS.  wrftcrs  to  bc  a  copy  from  the  great  work  of 

Pheidias.    It  belongs,  no  doubt,  to  the  Roman 

period ;  but  it  is  equally  certain  that  the  design  is  not  Roman,  but 

only  copied,  with  certain  modifications,  from  some  noble  Greek  original. 

It  gives  with  great  clearness  the  characteristics  of  the  type  of  Zeus, 

first  settled  by  Pheidias,  which  recur  in  all  subsequent  representations 

of  this  deity,  and  some  of  his  reputed  sons — Asklepios,  Alexander  the 

Great,  &c.     Among  these  characteristics  are  the  manner  in  which  the 

hair  rises  straight  up  on  the  forehead,^  and  falls  down  on  each  side  of 

the  head  like  a  mane ;  the  brow,  clear  and  open  above,  and  prominently 


'  InstiL    Orat.  xii.    10.  9.     Valer.  Max.  *  &v«£<riXAov  rpix^ofUL,  Aristot.   Physiogtt, 

iii.   7,  ext.  4.     Conf.    Philostr.   VU.   ApolL       v.  8.     h»wrTo\k\  r^y  if<<M'?y»  Plul*   Pomp,   2, 
Tyan,  iv.  38.  relicina  frons. 
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arched  below ;  the  full  massive  beard  flowing  down  in  rich  curls  ;  the 
deep-set  but  widely-opened  eyes ;  and  the  refined  and  noble  expres- 
sion of  mingled  majesty  and  mildness  in  the  face,  so  suitable  to  the 
omnipotent  ruler  and  gracious  father  of  Gods  and  men.'  Statues  of 
Zeus  are  to  be  found  in  almost  every  museum  in  Europe,  but,  singularly 
enough,  none  of  them  are  of  the  highest  class.  Among  the  best  are  the 
Jupiter  Verospi  in  the  Vatican,^  and  a  statue  in  the  collection  of  Mr. 
Smith  Barry,  at  Marbrook.^ 

APHRODITE   URANIA. 

Among  the  works  which  were  in  all  probability  executed  by 
Pheidias  during  his  sojourn  in  Olympia  we  may  reckon  the  Aphrodite 
Urania  (the  heavenly).  The  goddess  of  love  seems  hardly  a  suitable 
subject  for  the  severe  and  stately  chisel  of  Pheidias,  who  delighted  to 
represent  the  majesty  and  grandeur  of  the  Gods,^  and  alone  of  men 
had  the  power  to  do  it.*  But  we  must  remember  that  the  Aphrodite  of 
Praxiteles  was  not  the  only,  or  the  highest,  type  of  this  Goddess  ;  and 
that  if  Pheidias  pourtrayed  her,  it  would  not  be  as  the  lovely,  charm- 
ing woman,  still  less  the  voluptuous  wanton.  He  contemplated  her  in 
her  more  dignified  character,  as  the  principle  of  love  in  nature  and 
the  universe,  as  the  great,  powerful,  and  beneficent  Goddess  beloved 
of  Gods  and  men,  whom  Lucretius  invokes  in  his  stately  lines : 

u^neadum  genetrix,  hominum  divumque  voluptas, 
Alma  Venus !  coeli  subter  labentia  signa 
Quae  mare  navigerum,  quae  terras  frugiferentes 
Concelebras. 

Great  mother  of  itneas'  race,  thou  joy  of  Gods  and  men, 

Beneath  the  shining  orbs  that  roll  beyond  our  human  ken 

Thy  spirit,  Venus,  fills  the  world  in  every  hour  of  birth, 

Throughout  the  sail-swept  ocean  wave,  and  all  the  teeming  earth. — H.  A.  P. 

According  to  Pausanias  this  statue  of  the  Aphrodite  Urania  by 


*  This  bust  should  be  seen  from  below.  *  Quintil.  InsL  Orat.  xii.  10.  9:  *  Phidias 

•  Visconti,  M.  Pio  CI.  i.  pi.  I.  tamen  Diis  quam  hominibus  efficiendis  melior 
■  Clarac  {Mus.  de  Sculpt,   pi.  665-694)  artifex  creditur^* 

publishes  this  and  many  other  statues  of  Zeus  •  ♦et8/oi/  x**P**  y^^voa.  dvvdfitycu  Otohs  tIk, 

in  Rome,  Naples,  Florence,  Paris,  London,  ruv    (Philon.     Byzant.    De   SepUm    Orbis 

Madrid,  &c.  Spectaculis). 
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Pheidias  was  in  a  temple  behind  the  Stoa  at  Athens  erected  from  the 
spoils  of  Corcyra.  The  materials  were  gold  and  silver,  and  the 
goddess  was  represented  with  one  foot  resting  on  a  tortoisCy  the 
emblem  of  silence  and  home-staying  domesticity.^  He  adds  that  in 
the  sacred  enclosure  (rSfievos)  of  the  same  temple  there  stood  a  bronze 
statue  of  the  opposite  type  of  the  goddess,  tAe  Aphrodite  Pandemos, 
riding  on  a  goat.  He  does  not  name  the  artist  of  the  latter  figure, 
but  leaves  it  to  his  readers  to  compare  the  two.* 

ANADUMENOS. 

To  the  same  period  of  Pheidias*  life  Is  ascribed  a  bronze  statue  at 
Olympia  of  a  youth,  not  Pantarces,  in  the  act  of  binding  his  brows 
with  the  taenia  of  victory,  and  hence,  like  similar  statues,  called 
Anadumenos  (avaBovfievos), 

AMAZON. 

Of  uncertain  date,  as  indeed  are  the  foregoing,  is  an  Amazon  which 
Pheidias  is  said  to  have  executed,  in  competition  with  Polycleitus, 
Cresilas,  Cydon,  and  Phradmon,  for  the  Temple  of  Artemis  at  Ephesus. 
Considering  the  nature  of  the  subject,  which  was  not  one  to  bring  out 
the  highest  powers  of  Pheidias,  we  are  not  much  surprised  to  learn  that 
he  only  obtained  the  second  prize  and  that  Polycleitus  carried  off  the 
first'  Lucian  refers  to  this  statue  as  leaning  on  a  spear,  and  as  being 
remarkable  for  the  beauty  of  the  mouth  and  neck.  It  is  generally 
supposed  that  we  have  a  copy  of  this  work  in  the  well-known  statue 
in  the  Vatican,  which,  as  Overbeck  points  out,  should  be  restored 
according  to  an  ancient  gem  (fig.  77\^ 

.  Pausanias  and  Pliny  speak  of  other  statues  in  bronze  or  marble 
as  probably  works  of   Pheidias,    but  our   limits  will  only  allow  us 


*  Plut.  Conjug,  Prcec,  32.     olKovpias  <r6fi-  itdyra  rhy  dp&rra  us  ixiBv/iiatf  cAjcctrtfiu  trvvov- 

fioKoy  reus  yvyat(iKaX  ffutwiis '  9u  ykp  ^  irphs  rhy  trlas. 

&yBpa\aXf'iyfididiroviu'^p6s,  Nothing  there-  •  Pausan.  i.  14.  Conf.  Anthol.  Pal.vi.  340, 

fore  can  be  wider  of  the  truth  than  a  notice  for  comparison   between   the  two  types  of 

in  the  Schol.  Gr^.  Nazianz.  {Caial,  manu-  Aphrodite. 
script,  qui  a  Clarke  comparati  in  Bib.  Bodl,  *  PI  in.  N.  //.  xxxiv.  53 

adservantur)\  ri^v  5i  ^Atppo^lrriy  ity4$fiKt  its  *  Overbeck,  C«f^.^.  C^r/VcA. /V((W//>,i. 347. 
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to  refer  very  briefly  to  them.  Among  these  were  figures  (in 
bronze)  of 

Athaie,  which  was  probably  first  set  up  in  Triteia  in  Achaia,*  and 
was   subsequently  consecrated   by   Paulus  ^^^ 

iEmilius,  near  the  Temple  of  Fortune 
in  Rome,*  in  honour  of  his  victory  over 
Perseus  (168    B.C.); 

Apollo  Parnopios  (the  averter  of  locusts) 
near  the  Parthenon  at  Athens ; '  and  (in 
marble)  of 

Hermes  Pronaos,  near  the  entrance  of 
the  Ismenion  at  Thebes,  besides  which  stood 
an  Athene  by  Scopas ;  ^  a  second 

Aphrodite  Urania  near  the  Cerameicus 
at  Athens;*  and  an 

Aphrodite^  *  of  remarkable  beauty,'  which 
afterwards  adorned  the  Porticus  Octaviae  at 
Rome.* 

Of  the  statues  and  reliefs  of  heroes  or 
mere  mortals  attributed  to  Pheidias,  we 
have  already  mentioned  the  thirteen  bronze 

-  r     njT'i    '      1  1     J  f-Ff  COPY  OF  PHEIDIAS*  AMAZON. 

figures  of  Miltiades  and  the  mythical  heroes 

Erechtheus,  Cecrops,  Pandion,  &c.,^  set  up  in  celebration  of  the  victory 
at  Marathon  ;  the  reliefs  of  Pericles  and  Pheidias  hxiastM  on  the  shield 
of  the  Parthenos ;  ®  the  statues  of  Pantarces  ^  on  the  throne  of  the 
Olympian  Zeus  in  Elis,  and  of  the  Anadumenos^^  in  Olympia,  which 
some  suppose  to  have  been  a  portrait  statue  of  Pantarces.  Besides 
these  we  read  of  Signa  palliata  of  bronze,  probably  portraits,  which 
Quintus  Lutatius  Catulus  set  up  in  the  Temple  of  Fortune ;  **  a  Nude 
Colossus  \^^  and  a  Kleiduchus^^  (kKs^ov^os),  the  figure  of  a  priestess 
holding  the  key  of  a  temple  in  her  hand. 


*  Pausan.    vii.    22.    9.     Conf.    Uilichs,  •  Plin.  N,  H.  xxxvi.  15. 

Chrest,  Plin,  p.  318.  '  Supra^  p.  178.  ■  pp.  176  and  186. 

^  Plin.  N.  11.  xxxiv.  54.  •  p.  42.  "  p.  196. 

•  Pausan.  i.  24.  8.  *  Ibdd.  ix.  10.  2.  "  Plin.  N.  IL  xxxiv.  54. 

»  Pausan.  i.  14.  6.  "  Ibid,  "  Ibid. 
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As  might  be  expected,  the  attempt  was  made  to  give  value  to 
many  inferior  works  by  inscribing  on  them  the  mighty  name  of 
Pheidias.  The  best  known  of  these  are  the  very  fine  colossal  statues 
which  adorn  the  Monte  Cavallo  at  Rome,  and  which  bear  respectively 
the  proud  inscription  'Opus  Phidiae,*  and  *Opus  Praxitelis/  They 
date  in  all  probability  from  the  time  of  Augustus.* 

Grandeur  of  design  was  united  in  Pheidias  with  the  most  careful 
diligence  and  the  greatest  accuracy  in  details.  The  Emperor  Julian 
says  that  *  the  wise  Pheidias '  was  not  only  known  for  his  images  of 
the  Gods  at  Athens  and  Olympia,  but  for  the  wonderful  art  which  he 
displayed  in  representing  the  cicada,  the  bee^  and  even  the  fly?  The 
splendid  rhetorician  Dio  Chrysostom  represents  Pheidias  as  claiming 
no  other  superiority  than  that  which  he  derived  from  *  accuracy  of 
work.'  *  It  would  appear  from  this  that  the  great  artist  agreed  with 
the  definition  of  genius  as  *  the  faculty  of  taking  pains.*  Pliny 
even  calls  him  the  inventor  of  the  toreutic  art  (17  ropevrcKij),  by 
which  he  means  the  art  of  engraving  and  embossing,  and  says  that 
Polycleitus  learned  it  of  him.'' 

GENIUS   OF   PHEIDIAS. 

Ancient  writers  naturally  dwell  less  on  those  merits  of  Pheidias 
which  he  shared  with  other  artists,  because  their  attention  was  riveted 
on  the  higher  qualities  which  he  possessed  alone.  A  Pythagoras 
gained  lasting  fame  for  his  attention  to  metre  and  symmetry  ;  a 
Myron  for  his  power  of  endowing  men  and  the  lower  animals  with 
physical  life ;  a  Calamis  for  making  the  face  of  his  statues  the  index 
of  the  soul.  Of  Pheidias  no  such  special  or  partial  pre-eminence  is 
recorded,  but  it  is  silently  assumed  that  he  possessed  in  immeasurable 
abundance  all  the  wealth  of  knowledge  and  skill  which  had  been 


>  Wagner,  /m  Kunstblaity  1824,  No.  93.  iyLr\t   r^xyris    (T^fAipwya    ^aay,    tX^k   Saov, 

Conf.  Brunn,  Kiinstler-Gesch.  i.  187.  icotA  rkiv  iKplfitiav  rrjs  iroi^<r€ws. 

a  Julian  Imper.  £/>is/.  3.    Conf.  Nicephor.  *  Plin.  N,  //.  xxxiv.  54.     Conf.   Martial, 

Cregor.  Hist,  viii.  7.  Ep.  iii.  35 : — 

»  Dio  Chrysost.   Oral.  56,  p.  403  :  t«l  »<r«  ^j^  ^^^^^^^  ^^^^^^  ^,. 

Ikkv  \iBoi6wv  tpya  fj  ypwptwif  dpxat6r€pa  rris  Pisccs  adspicis :  adde  aquam  natabunu 
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accumulated  by  his  predecessors  through  the  long  ages  of  the  past, 
and  was  able  to  use  all  the  resources  of  art  in  the  embodiment  of 
ideas  which  were  visible  to  him  alone.  We  might  indeed  dwell  with 
admiration  on  the  extraordinary  amount  of  varied  knowledge  * — of 
architecture,  of  form  and  colour,  symmetry  and  rhythm — which  could 
alone  enable  him  to  do  what  he  did ;  or  on  his  wondrous  technical 
skill  in  dealfng  with  the  most  varied  materials — gold,  ivory,  bronze, 
marble  and  ebony;  a  knowledge  and  a  skill  sufficient  to  make  a 
thousand  reputations.  But  in  all  these  qualifications,  important  and 
meritorious  as  they  are,  he  was  approached  by  many,  and  in  some  of 
them  possibly  surpassed  by  his  successors.  We  can  only  understand  the 
place  which  both  the  ancient  and  the  modern  world  have  assigned  to 
Pheidias  in  the  Pantheon  of  Art,  by  fixing  our  attention  on  that  one 
quality  which  raises  him  to  the  same  rank  as  his  country's  greatest 
poets — his  Ideality. 

Cicero  when  speaking  of  the  Olympian  Zeus  says :  *  The  great 
artist  when  he  was  moulding  his  Jupiter  or  Minerva  was  not  looking 
at  any  form  of  these  deities  of  which  he  might  make  a  copy,  but 
there  dwelt  in  his  mind  a  certain  form  (species)  of  surpassing  beauty, 
the  sight  and  intense  contemplation  of  which  directed  his  art  and 
his  hand  to  produce  a  similitude.*^  Like  the  ideas  of  Plato,  these 
forms  or  species  were  not  produced,  but  existed  in  the  reason  and 
intelligence  of  man.'  *  Did  the  Pheidiases  and  the  Praxiteles,*  asks 
Thespesion^  sarcastically,  *  ascend  into  Heaven,  and  taking  an  impres- 
sion from  the  forms  of  the  Gods  mould  them  by  their  art ;  or  was  it 
something  else  which  guided  them  in  their  work }  *  '  Something  else,* 


*  *Sic  ego  nunc  tibi  refero  artem  sine  ry  T\i.mK¥\  irtpoy  K^  ('ATo\A«5»'t«y)  Ktd 
scientia  esse  non  posse  *  (Cicero,  Aca</,  Prior,  ti€<rr6¥  y*  (rixpias  xpayfjuu  iroToy  cTircy ;  oif 
ii.  47.  146).  7^  iy  ri  Tapk  r^y  fxiia\(ny  cfrou,  ^>ayrcuri<f, 

'  Cic.  Orat,  ii.  9.  1^,  ravra  Mlpydtraro  ffoipvripQ.  fUfJifftcts  5i7> 

'  /did.    iii.   10  :    '  Harum   rerum    formas  fuovpyis,   filfiriffis  iiky  yikp  ft6yoy  ^initovpyiiff^i 

appellat  ille  non  intelligendi  solum  sed  etiam  %  tViiy,  ^ayroffta  8^  ica2  h  fiii  tUity,  6iro0i^<rcTai 

dicendi     gravissimus     auctor     et    magister  7^    ainh    xpbs    riiy    kycu^op^    rov    tyros, 

Plato;  eas(jue  gigni  negat  et  ait  semper  esse  ac  Thespesion    argues  against  the  Greek  re- 

ratione  et  mtelligentia  contineri.*  presentations  of  Gods,  &c.  and  in  favour  of 

*  Philostratus,  De  Viia  ApoUonii  Tyan.  the  Egyptian  symbolic  method  :  9o^y  yhp  €i 
vi.  19  :  ol  ^ci5/ai  5i  cfxc  (9c<nrc<r(c»y)  koX  ol  x4p  ti  AiTvirrtW,  Ktd  rh  fi^  $paff6yf<rBai  is  rh 
npa^tT4Ktts  /my  ky^KB6yrts  is  ovpayhy  jra2  r&y  $€&y  tVhif  ^vfifiokiKii  Si  ainh  xouTtrBeu  Kot 
ii,irofia^dfityot  rk  r&y  Bt&y  Mri  rix^^  A^r&  {nroyo^fitya  ical  yiip  hf  ical  fftfiyortpa  oZfroa 
iiroiovyrOf  fj   trfp6y  ri  ij^,  h  4<l>tar7j  avrohs  <f>alyoiro. 
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replied  Apollonius,  *  *  *  *  for  by  his  imagination  ((f>avTa<rla)  the  artist 
fashioned  these  forms  much  more  wisely  than  by  imitation  ;  for  imita- 
tion only  represents  what  it  has  seen,  but  imagination  what  it  has 
not  seen,  which  is  suggested  to  it  by  reference  to  existing  things  * 
(irpos  Ttfv  ava<f>opav  tov  omos).  The  Greeks  held  that  mind  and  body 
were  or  ought  to  be  in  strict  correlation  and  harmony.  When  there- 
fore the  artist  set  himself  to  give  visible  form  to  a  gocf  who  ruled 
the  world  by  his  power  and  wisdom,  he  conceived  not  a  composite 
symbolic  monster  like  the  barbarians,  but  a  form  not  altogether 
different  from  that  of  man,  but  as  much  higher,  grander,  nobler, 
as  is  the  mind  of  the  Omniscient  than  the  mind  of  man.  For  such 
a  being,  as  Cicero  says,  there  is  no  model,  nor  was  the  conception  of 
it  to  be  attained  by  any  scientific  rules,  but  only  by  the  loftiest 
genius  in  a  moment  of  ecstatic  inspiration.^  Yet  ideal  as  he  was, 
in  the  highest  sense  of  the  word,  he  was  far  removed  from  the  vague- 
ness, the  carelessness  and  caprice  which  are  often  thought  to  be 
the  natural  attributes  of  transcendent  genius.* 

As  we  might  expect  from  the  characteristic  bent  of  his  genius, 
Pheidias  sought  his  subjects  on  the  very  summit  of  Olympus. 
In  a  few  instances,  indeed,  he  condescended  to  represent  man,  but, 
as  Quintilian  says,  *he  was  thought  to  have  succeeded  better  in 
making  Gods  than  men.'  It  was  in  the  creation  of  the  super-sensual, 
the  ideal,  that  he  had  no  rival,  and  no  second. 

Lastly,  in  forming  an  idea  of  the  style  of  Pheidias,  we  must 
remember  that  he  had  a  conscious  and  intentional  leaning  towards  an 
archaic  severity  which  was  more  in  harmony  with  the  awful  dignity 
and  sublimity  of  the  beings  whom  he  loved  to  pourtray  than  the 
softness  and  delicacy  of  the  later  Attic  school. 


'  '  Pheidias,'   says    the   Schol.  to  Suidas  immer  daran  zu  erkennen,  dass  es  dei  dem 

*ldiMfios  *laTp6s,  'practised  his  art  ^Wh;0'i«i',*  gluhtndsten   Gefiikl  fur  das    Game^   Kdltc 

with  his  mind's  eye  *in  a  fine  frenzy  roll-  und  ausdauemde  Geduld  fur  das  EimdfUy 

ing.*  bfhdUf  und  um  der  Vollkommenheit  keinen 

*  Because  genius,  mostly  of  the  second  Abbruch  zu  thun    lieber    den   Genuss  der 
order,  is  often  allied  with  moral  extrava-  Vollendung  aufopfert.' 
gance,  disorder  and  eccentricity,  these  are  jcol  rh  c(^0€f,  oh  rh  ytvvaiov  irXuirrov  fu- 
sometimes  supposed   to    be  the  signs  and  Tc'xct,  says  Thucydides. 
natural    concomitants    of  genius.      But  as  Nee  quicquam  magnum  est  nisi  quod  si- 
Schiller  says:    *Das  echte  Kunstgenie  ist  mul  est  placidum.— Seneca. 
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CHAPTER   XIX. 
CONTEMPORARIES  AND  PUPILS   OF  P HEIDI  AS. 

Alcamenes, 

01.  83-94  (448-404  B.C.).* 

It  is  in  one  respect  a  misfortune  to  a  great  man  to  be  the  con- 
temporary of  an  infinitely  greater,  for  in  the  full  blaze  of  day  the 
brightest  stars  are  lost  to  sight.  Yet  even  the  genius  of  Pheidias 
could  not  have  produced  its  lasting  effect  on  the  art  of  Greece  and 
the  world,  had  he  not  been  surrounded  and  seconded  by  other  artists 
of  no  ordinary  merit.  Among  the  pupils  of  Pheidias  Pausanias 
assigns  the  first  place  to  Alcamenes,^  who,  though  bom  in  Lemnos, 
was  an  Attic  citizen  by  his  descent  from  the  Attic  Kleruchi  in  that 
island.  He  is  therefore  sometimes  called  an  Athenian '  and  some- 
times a  Lemnian.^  Pliny,  too,  speaks  of  him  as  being  distinguished 
among  the  first  artists  of  the  period  ;  and  both  writers*  refer  with  high 
praise  to  a  statue  by  Alcamenes  of  Aphrodite  iv  KTjirois^  (in  the 
gardens),  outside  the  walls  of  Athens,  to  which  f  heidias  himself  is 
said  to  have  given  the  last  touch.  Lucian  ^  also  refers  to  it  as  the 
'  finest  of  this  artist's  works,'  and  notices  especially  *  the  beauty  of  the 
cheeks,  the  hands,  the  finely  tapered  fingers,  and  the  delicate  rhythm 

'  Brunn  says,  *  Beginning  of  career,  01.  statue    in    the    Torlonia    Museum    in  the 

S4.'  Lungara  at  Rome. 

*  Pausan.  v.  108.                                                     ^  Imag.    6:    rh.    firiKa    Z\    koL    Btra  rUs 
'  Plin.  N".  H,  XXX vi.  16.  ^c«s    itrrvwd,    xap*    ^AXKOfiiyovs    koI  rii 

*  Suidas  s.    v.    Alcamenes.     O.    Miiller,       THS    EN     KHOOIS     X^i|^co^cu    icai    xpoffiri 
Arch,  d,  Kunst^  Sec.  112.  x^ipStv  iicpa  Kal  KaoxSov  rh  tCpvOfioy 

*  i.  19.  2.  Kal  5aiCT^X«y  t^  ({/ayttyoy   4s    Xttrrhp 
^  Some  writers  think  that  we  have  a  copy      awoXriyop  wapk  rris  iv  id^oii  jcol  rcurro. 

of  the  Aphrodite  of  Alcamenes  in  a  fme 
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of  the  wrists/  an  idea  of  which,  as  has  been  well  pointed  out,*  may 
be  gained  from  the  beautiful  bronze  Athaie  Agoraia  in  the  Uffizi  at 
Florence,  with  the  right  hand  held  out  in  calm  declamation. 

We  have  no  means  of  forming  a  judgment  respecting  the  style  of 
Alcamenes  or  the  difference  between  his  Aphrodite  and  that  of  his 
great  master.  His  works  were  numerous  and  included  several  deities  : 
a  statue  of  Here^  in  a  temple  between  Phalerum  and  Athens; 
another  of  Ares  in  Athens  itself;  a  chryselephantine  statue  of 
Dionysus'^  in  the  Theatre  at  Athens,  of  which  we  have  the  type  on 
Athenian  coins,  both  bronze  and  silver,*  where  the  God  is  represented 
with  a  beard,  sitting  on  a  throne,  and  holding  a  cup  in  his  hand  from 
which  he  dispenses  his  gifts  to  mortals ;  and  a  bronze  Pentathlos^ 
Pj^     g  surnamed   cncrinomaios  (approved  pat- 

tern). Alcamenes  was  also  employed  at 
a  late  age,  Ol.  94.  2  (B.C.  402),  to  execute 
a  marble  group  ol  Athene  and  Heracles, 
which  Thrasybulus  and  the  Athenians 
offered  in  the  Heracleion  at  Thebes  to 
commemorate  the  expulsion  of  the  Thirty 
Tyrants.**  He  also  executed  a  statue  of 
Asklepios(^JEsc\x\di^\us)  in  gold  and  ivory. 
He  probably  fixed  the  type  of  this  deity, 
whom  he  represents,  as  we  still  find 
him  in  later  art,  as  a  sort  of  humanized 
Zeus  Olympius,  seated  on  a  throne. 
Asklepios  was  much  worshipped  by  the 
Greeks  on  account  of  the  very  great  va- 
HEAD  OF  ASKLEPIOS  IN  THE        j^e  thcy  attachcd  to  bodily  health.^    He 

BRITISH  MUSEUM.  "^  '' 

had  a  large  temple  on  the  Acropolis,  of 
which  the  remains  are  still  seen.    The  likeness  to  Zeus  is  clearly  marked 


*  Overbeck,  Gesch.  d.  Plasiik,  i.  241.  *  One  practised  in  all  the  five  g>'mnastic 
2  Pausan.    i.    i.    5.     Clarac,    Mush    ik  exercises. 

Sculpture,  iii.  466,  872.  *  Pausan.  ix.  ii.  4. 

*  Pausan.  i.  20.  2.  '  Ariphron  of  Sicyon  : — 

*  }icMlc,  Las  A fo/lftaics  li* At Aht^S,  pp.  261.  M'tA  <r«io,  MOKap'Vjywia 

2^2.  Tff'^Ac  irdvra  xai  Xatinti  Xapirwv  capi 
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in  the  beautiful  head,  generally  supposed  to  be  that  of  Asklepios,  in 
the  British  Museum  (fig.  78).  More  important  in  the  history  of  art  are 
his  Hecate Epipyrgidia  ('upon  the  tower') — which  stood  by  the  Temple 
of  Nike  apteros  (the  wingless  victory)  at  Athens — because  the  goddess 
is  here,  for  the  first  time,  represented  in  her  triple  form ;  *  and  his 
Hephcestus  (Vulcan),  in  which  figure  the  characteristic  lameness  of  the 
God  of  flame  was  so  skilfully  indicated  as  not  to  mar  the  beauty  of 
the  figure.^  *  The  beholder  admires  in  the  statue  of  Hephaestus  at 
Athens  '  (besides  other  signs  of  the  most  finished  art),  *  this  feature 
especially,  that  it  slightly  represents  the  lameness  concealed  beneath 
his  garment,  not,  as  it  were,  blaming  the  defect,  but  gracefully 
indicating  the  well-known  and  characteristic  mark  of  the  god/  ' 

Alcamenes  is  further  known  as  the  principal  coadjutor  of  Pheidias 
in  the  plastic  adornment  of  the  Temple  of  Zeus  at  Olympia.  He  is 
said  to  have  executed  for  the  western  pediment  of  that  building  the 
Battle  of  the  Centaurs  and  Lapithce,  in  which  Peirithous  and  Theseus 
formed  the  central  figures.  This  mythical  feat  of  arms,  like  the 
Battle  of  the  Amazons,  was  a  very  favourite  subject  with  the  Athenians, 
whose  semi-divine  hero  Theseus  played  the  principal  part  in  both. 

P^ONIUS   OF    MeNDE. 

Paeonius  has  been  generally  regarded  as  a  pupil  of  Pheidias, 
because  he  was  employed  at  some  time  or  other  in  the  plastic  deco- 
ration of  the  same  temple — the  Temple  of  Zeus  at  Olympia.  The 
opinions  of  recent  writers  that  he  learned  his  art  in  a  very  different 
school,  and  that  he  must  be  altogether  dissociated  from  Pheidias,  de- 
rives strong  confirmation  from  the  style  of  his  works,  considerable 
remains  of  which  have  been  lately  found  in  the  ruins  of  Olympia.  The 
most  remarkable  of  these — the  Nike  on  a  pillar — lately  found  in  the 
very  spot  indicated  by  Pausanias,  was  probably  executed  in  the  8ist 


*  Pausan.  iu  30.  2.  fabricatus  ....    stat    dissimulatse  claudi- 

*  Cic.  Nat.  Deor,  i.  30:  *Apparet  claudi-  cationis  sub  veste  leviter  vestigium  reproe- 
calio  non  defonnis.'  sentans,  ut  non  exprobrans  tanquam  vitiura, 

■  Valer.  Max.  viii.  11,  ext.  3:  'Tenet  vi-  ita  tamen  certam   propriamque   Dei  notam 

sentes  Athenis  Volcanus  Alcamenis  manibus  decore  significans.* 


Digitized  by 


Google 


2o6      CONTEMPORARIES  AND  PUPILS  OF  PHEIDfAS. 

Ol.  (456  B.C.),  some  twenty  years  before  the  arrival  of  Pheidias 
in  Elis.*  The  conjecture  of  Ottfried  Miiller  and  Brunn,  therefore, 
that  Pheidias  found  the  sculptures  of  the  eastern  pediment  already 
finished,  and  that  he  was  invited  to  Olympia  by  the  Eleians  in  conse- 
quence of  the  death  of  Paeonius,  is  by  no  means  without  foundation.* 
To  Paeonius  was  entrusted  the  decoration  of  the  eastern  pediment 
of  the  temple,  as  to  Alcamenes  that  of  the  western. 

THE   EASTERN    PEDIMENT   OF  P.tONlUS. 

The  subject  chosen  by,  or  for,  Paeonius  was  the  chariot  race  be- 
tween CEnomaus,  King  of  Pisa,  and  Pelops,  who  by  his  victory  in  the 
contest  obtained  the  sovereignty  of  the  Peloponnesus.  The  actual 
race  would  have  been  ill-suited  to  the  triangular  form  of  the  ofroy ; 
the  actors  are  therefore  represented  as  engaged  in  the  final  prepara- 
tions just  before  the  start.'  Zeus,  probably  in  archaic  form,  occupied 
the  centre  of  the  group.  Next  to  the  god,  on  the  right,  was  CEnomaus^ 
with  his  wife  5/^^^,  daughter  of  Atlas  ;  then  Afyrti/us,  the  charioteer, 
sitting  in  front  of  his  four  horses  ;  then  two  nameless  persons,  proba- 
bly groomSy  or  attendants  of  some  sort ;  and  in  the  angle  a  figure 
representing  the  river  Cladais,  one  of  the  streams  which  bounded 
the  Altis,  and  was  honoured  by  the  Eleians  next  to  the  Alpheius. 
On  the  left  of  Zeus,  in  strict  parallelism  with  the  personages  on  the 
right,  were  Pelops,  Hippodamcia,  the  Charioteer  (whom  the  Troezenians 
called  SphairoSy  but  the  cicerone  (if^7r/T»;r)  who  conducted  Pausanias, 
Cillas),  the  horses  and  grooms  of  Pelops,  and,  in  the  angle,  the  river 
A  Ipheius, 

Remains  of  this  group  also  have  been  discovered  at  Olympia,  and 
we  shall  therefore  speak  more  fully  of  it  in  the  following  chapter, 
under  the  head  of  extant  works. 

The  figure    mentioned   above   of  Nike  en  a  pilar  was   erected 


•  Uriichs,  Verhandl.  d,  25.  Philologischen  6.  Marz  1876  und  13.  Jan.  1877. 
Versammlung  zu  HalUy  1867.  •  Pausan.  v.   10.  6:  i^uKKa,  $ri  fi4\\otfaa 

'  O.  Miiller,  Hallische  Literatur  ZHtung^  ira2  r^  ^^or  roO  9p6fiov  irapit  iifi^ipttv  4v 

1835,   p.    233.     Brunn,    Paonios    und  die  wofMurKtuf.      Vide  infra,  p.  233. 
Nordgriech.     Kunst,     konig.    baier.    Acad. 
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at  Olympia  by  the  Messenian  Dorians  to  celebrate  the  taking 
of  Naupactus  from  the  Athenians,  in  Ol.  ^7.  4  (429  B.c.)  or  Ol. 
66.  4  (425  B.C.).  It  is  one  of  the  most  beautiful  and  best  pre- 
served of  the  works  of  art  lately  disinterred  from  the  sacred  soil  of  the 
AItis.» 

Agoracritus  of  Paros. 

Agoracritus  is  spoken  of  by  Pausanias,  Pliny,  and  many  other 
writers,  as  the  rival  of  Alcamenes,  and  the  favourite  pupil  of  Pheidias. 
It  is  even  said  that  the  great  master  gave  Agoracritus  some  of  his  own 
works,  and  allowed  him  to  inscribe  his  name  upon  them,  so  that 
ancient  writers  were  often  in  doubt  to  which  of  the  two  artists  a 
statue  belonged.  *  Many  others,*  says  Zenobius,^ '  have  inscribed  the 
name  of  another  artist  on  their  own  work/  For  example,  a  statue  of 
Rhea  (Cybele)  in  the  shrine  of  the  Great  Mother  at  Athens,  which 
Pliny  calls  Agoracriti  opus?  is  attributed  by  Pausanias  ^  and  others  to 
Pheidias  himself. 

The  latter  writer  also  mentions  two  bronze  statues  of  Athene 
Itonia  and  Zeus,  in  the  Temple  of  Athene  at  Coronaea,  by  the  hand 
of  Agoracritus.*  We  know  nothing  further  of  the  former  statue,  but 
there  is  a  curious  notice  in  Strabo  referring  to  the  same  group,  in 
which  he  calls  Zeus  by  the  name  of  Hades?  And  this  is  important 
as  showing  that  it  was  not  a  copy  of  the  glorious,  triumphant,  joyous, 
Zeus  of  Pheidias,  but  the  God  in  his  sterner,  gloomier  character,  as 
king  of  the  realms  of  shadows  and  death. 

But  the  most  celebrated  work  of  Agoracritus  was  the  colossal 
hololith  statue  of  Nemesis^  carved,  according  to  the  story,  from  the 
block  of  marble  which  the  Persians  brought  with  them  to  Marathon 
to  make  a  trophy  of.*     Pliny  relates  that  this  statue  was  the  same  as 


*  Vide  in/ray  p.  237.  •  Pausan.  i.   33.   2 :   h  rpowaiov  woiri<riy, 

*  Zenob.  v.  82.             •  Plin.  xxxvi.  17.  Conf.  AnihoL  Grac.  iv.  170,  257.     Planud. 

*  i.  3.  5.                         *  Ibid.  ix.  34.  I.  iv.  263: — 

*  Strabo,  ix.  4.  II.     Conf.  Gori,  ii.  72.  i.  .      ..^    „.        ,  .  ,  .          -Ji»»  .^.:.   „„ 
for  a  Florentine  gem  in  which  Athene  Itonia  oriiJrwKTai  f6c«-  «i>i  ii  vuu  N^/itJw 

is  represented  sitting  beside  Hades.  'Af&^or^poK  6*  ^onfxa  max  *F.AAi^i^(ro'i  rp6naiov 

'   Zenob.  v.  82.  *  t«os,  Kal  TUpvat.^  tow  TToA/fnv  iVfieo-tC 
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the  Venus  with  which  Agoracritus  competed  for  a  prize  against 
Alcamenes,  and  which  Varro  '  preferred  to  all  other  statues.*  Dis- 
gusted with  the  preference  given  by  the  partial  Athenians  to  his 
rival — *  not  on  account  of  the  superiority  of  his  work,  but  because  he 
was  their  fellow  citizen  ' ' — Agoracritus  sold  his  statue  on  condition 
that  it  should  not  remain  at  Athens,  and  should  change  its  name, 
after  the  necessary  modification,  to  Nemesis.  That  such  a  change 
should  be  considered  possible  brings  very  forcibly  to  our  minds  the 
difference  between  the  severe  type  of  the  Aphrodite  Urania  of 
Pheidias  and  his  school,  and  the  soft,  alluring  Paphian  goddess  of  a 
later  age. 

There  is  a  small  but  beautiful  antique  statue  of  Nemesis  in  the 
Lateran  Museum,  which  is  very  probably  a  copy  of  the  work  of 
Agoracritus.  The  irfjxvs  (or  cubit)  of  the  Greeks  was,  as  the  word 
denotes,  the  length  of  the  forearm  from  elbow  to  wrist  The  Greek 
artist,  instead  of  placing  her  usual  attribute,  the  cubit,  in  her  hand, 
to  mark  the  goddess  of  measure  or  moderation,  shows  prominently 
the  part  of  the  arm  in  question. 

In  the  construction  of  the  chryselephantine  statue  of  Zeus  at 
Olympia,  Pheidias  is  said  to  have  been  assisted  by  another  artist, 

COLOTES, 

probably  a  Parian,  whom  Pliny*  calls  a  pupil  of  Pheidias,  while 
Pausanias  '  mentions  an  otherwise  unknown  Pasiteles  *  as  his  teacher. 
His  chief  independent  work  was  a  chryselephantine  Athene  on  the 
Acropolis  of  Elis,  the  inside  of  whose  shield  was  painted  by  Panaenus. 
The  helmet  of  the  goddess  was  adorned  with  the  figure  of  a  cock,  as 
the  most  courageous  and  combative  of  birds,  or  as  an  emblem  of 
watchfulness,  *  as  the  sacred  bird  of  Athene  Ergane'  (the  strenuous 
worker,  operosa  Minerva)^     This  statue  too  was  attributed  by  some 


'  Plin.  N,  H,  xxxvi.  17  :  'Vicitque  Alca-  *  Not  of  course  to  be  confounded  with  the 

menes  non  opere  sed  civitatis  suffragiis  contra  Pasiteles  who  flourished  about  the  time  of 

peregrinum  suo  faventis.*  Pompey  the  Great. 

*  Plin.  N,  If,  xxxiv.  87,  xxxv.  54.  *  Pausan.  vi.  26.  3. 

*  V.  20.  2. 
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to  Pheidias  himself.  Colotes  also  made  a  statue  of  Asklepios  for 
Cyllene  on  the  coast  of  Elis,  which  Strabo  calls  BavyuaaTov  ISelv 
(wonderful  to  behold) ;  some  statues  of  Philosophers  ;  and  a  table  of 
gold  and  ivory ^  which  stood  in  front  of  the  image  of  Zeus  at  Olympia, 
and  on  which  the  crowns  of  the  victors  were  laid. 


Theocosmus  of  Megara 

is  said  to  have  been  assisted  by  Pheidias  in  the  execution  of  a  statue 
of  Zeus  on  a  throne,  in  the  Olympieion  at  Megara,  the  completion  of 
which  was  prevented  by  the  breaking  out  of  the  Peloponnesian  war. 
On  this  account  *  only  the  face  was  of  ivory  and  gold,  and  the  rest 
of  the  figure  of  clay  and  gyps.'  *  Above  the  head  of  Zeus  were  the 
Mora  and  Moerce  (Fates),  because  he  alone  can  control  the  Fates,  and 
duly  regulate  the  Seasons. 

Thrasymedes  OF  Paros, 

son  of  Arignotus  of  Paros,  is  said  to  have  made  a  chryselephantine 
image  oi Asklepios  for  Epidaurus,  half  the  size  of  the  Olympian  Zeus  of 
Pheidias.  We  have  a  representation  of  this  god  on  a  f      7 

coin  of  Epidaurus  (fig.  79),  in  which,  as  in  the  de- 
scription of  the  figure  by  Pausanias,^  Asklepios  has 
a  staff  or  sceptre  in  one  hand,  and  holds  the  other 
over  the  head  of  a  serpent ;  under  the  throne  on 
which  he  sits  lies  a  dog.'      The  throne  itself,  like 
that  of  the  Olympian  Zeus,  was  ornamented  with      ^^^^  ^^  epidaurus. 
reliefs,  representing  the  Exploits  of  the  Argives — Bellerophon  and  the 
Chimcera^  and  Perseus  bearing  away  the  head  of  Medusa,     We  are 
justified  in  reckoning  him  among  the  pupils  of  Pheidias  because  this 
work  is  attributed  to  the  great  master  himself.^ 


*  Pausan.   i.  40.   4:    irqAov  re   i<rri  koX       Pausan.  ii.  27.  2. 

y^ov,  *  Athenagoras,  Ltg,  pr,   Chr,   14,  p.  61 

*  ii.  27.  2.  (ed.  Dechair).     Brunn,  Kiinstler-GcschichU^ 
"  Overbeck,  Gesch,    d,    Plasiik,    i.    250.       i.  245. 
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Praxias  and  Androsthenes  of  Athens, 

OL  85-90  (B.C.  440-420). 

Although  these  artists  were  not  pupils  of  Pheidias,  they  belong  to 
his  period,  and  were  employed  in  the  plastic  decoration  of  the  Temple 
of  Apollo  at  Delphi.'  The  pedimental  group  of  this  temple  contained 
statues  of  A  rtetms,  Leto^  the  Muses,  Helios  (setting),  Diottysos,  and  the 
Thyiades  (Bacchantes).  The  first  mentioned  of  these  were  executed 
by  Praxias,  but  as  he  died  in  the  middle  of  his  work,  the  group  was 
completed  by  another  Athenian,  Androsthenes,  a  pupil  of  Eucadmus. 
The  only  direct  evidence  of  their  belonging  to  this  period  is  the  fact 
that  Praxias  is  called  a  pupil  of  Calamis,  whose  prime  fell  about 
01.  80  (B.C.  460).  We  may  assume  therefore  that  Praxias  was  actively 
exercising  his  art  between  the  85th  and  90th  01.  (440-420  B.C.).  An 
interesting  confirmation  of  this  hypothesis  has  been  pointed  out  by 
Welcker  in  a  chorus  of  the  *  Ion  *  of  Euripides,  which  directly  refers 
to  the  sculptures  described  by  Pausanias : — 

OvK  iv  rah  (aBtais  ^AOa- 
vais  tvKiopts  ^(rap  au- 
Xal  B€&v  fjL&vov,  ov^  ayvi' 
drtdfff  Btptrntuu' 
aKKa  Koi  napa  Ao((^ 
rf  Aarovff  Mvfimv  7rpoo'»- 
n»v  KaK\tfi\4<lxipov  (ficasJ* 

Not  alone  did  lordly  Athens  pillared  courts  for  prayer  upraise. 
Or  perform  the  vow  to  Phoebus,  guardian  of  the  city  ways  : 
Here  we  hail  a  kindred  glory,  where  within  the  Delphic  shrine 
Splendour  crowns  the  radiant  faces  of  Latona's  twins  divine. — H.  A.  P. 

If,  as  Welcker'  assumes,  this  tragedy  was  first  brought  on  to  the  stage 
in  01.  89  (B.C.  424),  or  a  little  later,  the  sculptures  of  the  Delphian 
Temple  must  have  been  already  in  their  places  in  the  pediment  at 


»  Pausan.  x.  19.  4.     Conf.  Welcker,  /!//.  »  A//.    Denkm,    i.    151.      Conf.    Brunn, 

Denkm,  i.  151.  '  Eurip.  lon^  184.        KiinsiUr-Geschichte,  i.  248. 
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that  date.  The  same  may  be  said  of  the  Metopes,  to  five  of  which 
Euripides  distinctly  alludes  in  the  same  chorus.  The  subjects  of  these 
were,  (i)  Heracles^  lolauSy  and  the  Lemcean  Hydra  ;*  (2)  Bellerophon 
and  the  Chimcera  ;'  (3)  Pallas  brandishing  the  gorgoneion,  *  the  fierce- 
eyed  shield  *  {yopy&iriv  frvi/),  against  the  giant  Enceladus  \^  (4)  Zeus 
h\^s\AX\%  Mimas  with  his  thunderbolt;^  and  (5)  Dionysos  destroying 
another  giant  with  his  *  unwarlike  ivy-twined  thyrsos.* 


*  Eurip.  Jan^  vv.  190 -2 18  :— 

Atfiivalov  vipay  iiraipti 

«T«povKT<K  e^e^por  tvvov  * 
riv  irvp«Wov<rar  iraiptt 
Tpi<n»tiaTOif  oAxdU'. 

«  /did.:— 


yopyunhv  wakkoway  iTVf ; 
Ktwraw  naAA«8'  iiiiy  Btoy, 

*  md.\— 

ri  yap ;  Kepawhv 
iti/^Cwupoy  bfipifioy  iy  Aibf 
iwyfiokoivt  X'PV**'  t 
6p«,  rhy  Satbf  Mifimyra. 
wvpi  xarattfaAot. 

Conf.  Eurip.  //ec.  470. 

Kmi  BpofiiM  oAAor 

avoA^fioic  Kto-o^ivo(V(  fiamrpoii 
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CHAPTER   XX. 

EXTANT    WORKS   OF   THE  PERICLEAN  PERIOD. 

The  attention  of  ancient  Greek  and  Roman  writers  was  almost  ex- 
clusively directed  to  those  great  masterpieces  of  sculpture  in  which 
this  branch  of  art  developed  itself  in  perfect  freedom  and  indepen- 
dence. Unhappily  for  us  nearly  all  these  works  are  lost.  Of  all 
the  marvellous  achievements  of  which  Pausanias,  Pliny,  Lucian, 
Cicero  and  others  speak  with  enthusiasm,  we  can  hardly  boast  of 
possessing  more  than  two  or  three  examples,  and  we  are  fortu- 
nate when  we  meet  with  copies  of  some  of  them  sufficiently  true  to 
give  us  an  idea  of  their  style  and  merits.  The  noblest  remains  of 
Greek  art  which  we  possess  are  specimens  of  sculpture  not  walk- 
ing in  her  own  way,  but  assuming  the  gait  of  Architecture,  her 
more  solid,  staid,  and  serious  sister.  There  are  obvious  reasons 
why  architectural  statues  and  reliefs,  and  these  alone,  have  escaped 
destruction.  They  were  always  of  stone,  which  presented  to  the 
plunderer  none  of  the  attractions  of  bronze,  silver,  gold,  and  ivory. 
In  their  lofty  position,  too,  they  were  more  out  of  reach,  and  even  as 
works  of  art  they  were  of  less  value  when  taken  from  the  place  for 
which  they  were  exclusively  intended.  And  hence  it  happens  that 
while  the  Sosandra  of  Calamis,  the  Cow  of  Myron,  the  Athene 
Parthenos  and  the  Panhellenic  Zeus  of  Pheidias,  the  Cnidian  Venus 
of  Praxiteles,  are  lost  to  us  for  ever,  we  still  possess  important 
remains  of  pedimental  groups  from  the  school  of  Pheidias,  which 
bear  the  impress  of  the  great  master's  genius,  if  not  the  very  traces 
of  his  hand. 
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Plastic  Ornaments  of  the  Greek  Temple.^ 

We  have  already  given  a  very  brief  description  of  the  Greek  temple, 
in  which  our  chief  attention  was  directed  to  those  parts  of  it  which 
were  decorated  by  the  sculptor  or  the  painter.  We  proceed  to  say  a 
few  words  about  the  plastic  ornaments  themselves.  The  principal  of 
these  are 

THE   TEMPLE-IMAGE. 

Even  this,  as  we  have  seen  in  the  highest  examples — the  Pan- 
hellenic  Zeus  and  the  Athene  Parthenos — was  modified  by  architec- 
tural laws,  so  as  to  form  as  it  were  the  moral  centre  of  the  whole  edifice. 

THE   PEDIMENT. 

It  is  a  striking  proof  of  the  living  power  of  Greek  art,  that  it 
seems  not  merely  to  submit  to  the  restrictions  under  which  it  has  to 
work,  but  to  derive  fresh  advantages  from  them,  and  like  the  patriot 
to  transform  its  fetters  into  splendid  ornaments.  The  noblest  works 
we  possess  were  executed  under  many  apparently  unfavourable  con- 
ditions, resulting  from  the  rigidly  defined  forms  of  architecture.  The 
genius  of  the  artist  was  cast,  as  it  were,  like  fused  gold,  in  geometrical 
moulds,  and  each  mathematical  form  brought  with  it  different  laws 
and  requirements. 

In  the  Pediment,  the  space  between  the  apex  of  the  triangle  and 
the  base  is  the  highest,  and  naturally  forms  the  centre  of  action, 
and  is  occupied  by  the  principal  member  of  the  group.  The  other 
figures  must  therefore  decrease  in  height  as  they  approach  the  angles 
at  the  base;  and  it  is  natural  that  they  should  likewise  gradually 
decline  in  importance  as  well  as  size,  and  stand  not  only  in  strict 
relation,  but  in  subordination,  to  the  central  figures.  The  form  of 
the  pediment  also  leads  to  unity  of  action,  and  this  is  for  the  most 
part  strictly  observed ;  although  we  read  with  astonishment  in 
Pausanias,  that  the  azros  of  the  Heracleion  in  Thebes  contained  the 


*  Vide  sttpra^  pp.  43-46. 
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labours  of  Heracles  by  Praxiteles,  and  that  the  hero  was  represented 
several  times  in  different  sizes  in  the  same  field  !  * 

As  the  two  wings  of  the  azros  agree  exactly,  we  find  a  correspon- 
dence, or  parallelism,  between  the  two  sides,  both  in  physical  bulk  and 
moral  importance.  Of  this  nicely  adjusted  balance,  carried  even  to  an 
extreme,  the  iEginetan  group  affords  an  excellent  example.  Lastly, 
the  great  depth  of  the  recess  formed  by  the  far  projecting  cornice  of 
the  roof,  and  the  architrave,  which  throws  the  triangular  field  into 
deep  shadow,  requires  that  the  group  which  occupies  it  should  be 
executed  not  in  relief,  but  in  round  figures. 

THE   TRIGLYPHON.' 

The  oblong  spaces  between  the  triglyphs,  called  metopes,  required 
very  different  subjects  from  those  which  were  best  suited  to  the 
pediment,  and  the  subjects  themselves  called  for  a  very  different 
treatment  In  the  Doric  frieze  the  connexion  between  the  different 
compartments  is  interrupted.  Each  metope  has  an  independent 
existence,  and  its  plastic  ornament  should  represent  a  complete 
action.  And  yet,  as  all  the  metopes  form  part  of  the  same  frieze, 
there  may  be,  and  generally  is,  a  certain  moral  connexion  between 
the  scenes  pourtrayed  on  them  ;  as,  for  example,  the  different  exploits 
of  the  same  hero — Heracles  or  Theseus.  In  this  case,  too,  the 
massive  frame  in  which  the  field  is  set  requires  that  the  figures  should 
be,  not  indeed  actual  statues,  as  in  the  pediments,  but  very  high 
reliefs,  such  as  we  find  in  the  Temples  of  Selinus  and  Olympia,  and 
in  the  Parthenon. 

THE    IONIC  FRIEZE. 

The  third  great  field  for  the  display  of  the  sculptor*s  art  was  the 
Ionic  frieze,  which,  as  we  have  seen,  is  found  on  the  Cella  wall  of 
the  otherwise  Doric  Temple  of  Athene  Parthenos  at  Athens.  This 
mingling  of  different  orders  of  architecture  in  one  building  was  in- 
troduced as  early  as  the  time  of  Pericles.     On  the  exterior  of  the 

*  Pausan.  ix.  ii.  6.         *  The  Doric  frieze,  composed  of  alternate  metopes  and  triglyphs. 
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building,  of  course,  the  Doric  frieze  with  its  triglyphs  and  metopes 
was  still  rigorously  adhered  to,  or  the  whole  character  of  the  build- 
ing would  have  been  changed  ;  but  the  architect  was  allowed  to  use 
the  continuous  frieze  of  the  Ionic  order  in  the  interior.  In  the  Par- 
thenon we  find  it  surrounding  the  outside  of  the  Cella,  the  Pronaos, 
and  Opisthodomos ;  but  even  here  the  guttae,  which  are  characteristic 
of  the  Doric  style,  are  marked,  as  a  sort  of  indication  of,  and 
apology  for,  a  deviation  from  strict  uniformity. 

The  Ionic  frieze,  as  we  have  seen,  is  only  separated  from  the 
architrave  by  a  small  cornice,  and  runs  like  a  broad  ribbon  round  the 
whole  building,  being  divided  into  four  parts  by  the  angles  of  the 
parallelogram.  It  is  evident  that  a  frieze  of  this  kind  must  be  filled 
in  a  different  way  from  either  pediment  or  metope.  It  may  be  either 
divided  into  four  scenes,  independent  but  more  or  less  connected, 
or  the  same  action  may  be  carried  through  all  four  sides,  as  in  the 
famous  frieze  of  the  Parthenon. 

It  is,  therefore,  especially  well  suited  to  a  solemn  procession,  as  in 
the  Parthenon,  or  to  a  battle  broken  up  into  single  combats,  as  in  the 
marbles  of  the  Theseion  (Temple  of  Theseus),  at  Athens,  and  the 
Temple  of  Apollo  in  Phigaleia.  As  no  shade  is  thrown  on  the  Ionic 
frieze  from  the  sides,  and  the  cornice  above  is  comparatively  slight, 
neither  the  round  statues  of  the  pediment  nor  the  alto  rilievo  of  the 
metope  would  be  suitable  to  it  The  relief  of  the  Ionic  frieze,  there- 
fore, is  extremely  low  {basso  rilievo)  \  that  of  the  Parthenon,  for  ex- 
ample, which  is  500  feet  long  and  3^  feet  high,  rises  only  about  i^  to 
2  in.  above  the  surface  of  the  frieze. 

The  plastic  decoration  of  a  temple  in  the  best  period  of  Greek  art 
formed  a  sort  of  commentary  on  the  nature,  history,  and  worship  of 
the  indwelling  God,  and  acted  a  part,  as  has  been  well  said,  cor- 
responding to  that  of  the  Chorus  in  a  Greek  drama. 

Sculptures  of  the  Theseion  at  Athens. 

We  have  already  spoken  of  a  temple  erected  in  Athens  in  honour 
of  Theseus,  but  it  is  still  a  matter  of  controversy  whether  the  so-called 
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Theseion  at  Athens  (fig.  80)  is  really  the  Cimonian  building 
referred  to  above.'  If  it  is,  the  sculptures,  which  may  still  be  seen  in 
their  original  place,  must  have  been  added  at  a  period  subsequent  to 
its  completion,  as  they  are  executed  rather  in  the  style  of  the  Par- 
thenon marbles  than  that  of  such  works  as  the  statues  of  Harmodius 
and  Aristogeiton  by  Antenor. 

Fig.  80. 


TEMPLE  OF   THESEUS,    AT  ATHENS. 
(Drawn  on  the  spot  by  G.  Scharf,  jun.) 

The  sculptures  of  the  Theseion  consisted  of : 

I.  A  pedimmtal  group  on  the  W.  facade,  which  has  not  been 
found.     The  E.  pediment  appears  to  have  had  no  plastic  ornament. 

II.  Eighteen  metopes^  ten  on  the  E.  front,  and  four  on  each  of  the 
N.  and  S.  sides  respectively.  The  remaining  fifty  metopes  bore  no 
reliefs ;  and  indeed  it  is  quite  an  exception  where  all  the  available 
fields  of  the  Doric  frieze  are  filled  up. 

III.  Tivo  Ionic  friezes,  the  first  of  Greek  composition,  one  on  the 
Pronaos  (on  the  east),  and  the  other  on  the  Opisthodomos  (on  the 
west). 

THE   METOPES.' 

The  metopes  of  the  Theseion  are  Myronic  in  style,  perhaps  by  Myron 
himself,  and  are  rather  statues  than  strict  reliefs.     The  ten  metopes 


'  Vide  jw/>r^,  p.  178. 

'  Conf.  Archaic  vase  in  Brit.  Mus.,  first  Vase-room,  Case  20,  No.  57. 
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on  the  eastern  front  of  the  temple,  which  are  well  preserved,  repre- 
sent the  Labours  of  Heracles  \  and  the  eight  on  the  adjoining  sides  ihe 
Exploits  of  Theseus,  Beginning  at  the  north-east  corner,  we  have  on 
the  east  facade :  I.  The  Contest  of  Heracles  with  the  Nentean  lion} 
II.  The  Lerncean  Hydra,  III.  The  capture  of  the  Ceryneian  stag, 
IV.  The  presentation  of  the  Erymanthian  boar  to  Eurystheus.  V. 
The  taming  of  the  man-eating  mares  of  Diomedes,  VI.  The  dragging 
of  Cerberus  from  Hades  to  the  upper  world.  VII.  Doubtful ;  some 
conjecture  the  fight  with  Cycnus,  son  of  Ares}    VIII.  The  capture  of 

Fig.  81. 


THESEUS  AND  THE   MINOTAUR. 


the  girdle  of  Hippolyte,  IX.  The  Contest  with  the  triple  Geryon,  X. 
The  acquisition  of  the  golden  apples  of  tite  Hesperides. 

The  eight  metopes  on  the  S.  and  N.  sides  contain  the  exploits  of 
Thesetis?    Those  on  the  S.  side,  beginning  at  the  S.E.  angle,  are  : 

I.  The  desperate  fight  with  tlie  Minotaur^  (fig.  81).  II.  The 
Capture  of  the  Marathonian   bull  (fig.   82).      III.   The  punishment 


*  Stuart,  AntiauitUs  of  Aihens^  iii.  ch.  i. 
pi.  6  and  13.  Marbles  of  Brit,  Mus,  ix. 
p.  100,  pi.  20.  Ellis,  Elgin  and  PhigaUian 
Marbles^  ii.  n.  155. 

^  Overbeck,  Gesch,  d.  Plastik, 


"  Conf.  vase  in  Brit  Mus.,  Table-case  N, 
No.  125. 

*  Vase  in  Brit.  Mus., Table-case  H,  No.  68. 
Conf.  Vaso  dfl  Mus.  Campana^  Monum,  d, 
Inst,  vol.  vi.  Tav.  15. 
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of  Sinis  (or  Pityocamptes,  *the  Pine  bender*),  a  famous  robber  of  the 
Corinthian  Isthmus.  IV.  Doubtful  ;  perhaps  the  ptmishment  of 
Procrustes. 

Those  of  the  N.  side  are  much  defaced.  They  are  supposed  to 
represent : 

V.   The  defeat  of  Periphites  Corynites,  a  robber  of  Epidaurus.    VI. 

Theseus  wrestling  with   the  Arcadian    Ccrcyont   (or   Heracles   and 

Antaeus,  as  some  conjecture,  although  it  seems  natural  that  the  hero 

should  be  the  same  in  this  metope  as  in  the  seven  others).    VII.  The 

punishmefit  of  Sciron^  a  robber  of  Attica  and  Megaris.     VIII.  The 

Fig.  82 
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THESEUS  AND  THE  MARATHONIAN   BULL. 

Capture  of  the  Cromyonian  sow.     There  are  casts  of  several  of  these 
metopes  in  the  British  Museum. 

It  seems  singular  at  first  sight  that  the  metopes  of  the  front  of  a 
Temple  of  Theseus  should  be  designed  to  glorify  the  deeds  of 
Heracles.  Perhaps  the  former  occupied  the  prominent  place  in  the 
pedimental  group,  in  which  case  the  principal  metopes  might  well 
be  assigned  to  Heracles,  whom  Theseus  rivalled  in  the  splendour 
of   his   achievements,'   while    he    surpassed    him   in   the   voluntary 


*  Plutarch,  77us.  c.  29  :  "AAAos  oCros  'HpairA^s. 
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and    independent   nature   of    his  services   to   his   country   and   his 
kind.* 

All  these  metopes  manifest  perfect  freedom  of  style  and  great 
technical  skill,  though  they  are  executed  in  the  broad  and  somewhat 
coarse  style  suited  to  the  metope,  in  the  decoration  of  which  the 
artist  looked  to  general  effect  rather  than  delicacy  of  detail.  The  most 
interesting  perhaps  is  the  struggle  between  Theseus  and  the  Minotaur 
(fig.  81),  in  which  the  beauty  and  comparative  lightness  and  elegance 
of  Theseus*  form  are  displayed  in  striking  contrast  to  the  mere  brute 
force  of  the  mongrel  nionster. 

THE   WESTERN    FRIEZE.' 

The  subject  of  the  Ionic  frieze  which  surrounds  the  opisthodomos 
of  the  Theseion  is  the  Battle  of  the  Centaurs  and  Lapitlis  (fig.  84), 

Fig.  83. 


C£NTAUROMACHIA    FROM    THE   THESEION. 


which  owed  its  importance  to  the  presence  of  Theseus.  Some  of  the 
features  which  we  naturally  expect,  and  almost  invariably  find,  in  this 
scene  are  wanting  here — viz.  the  wife  of  Peirithous  and  the  other 
women  who  were  the  causa  vialorum  ;  but  the  unmistakeable  presence 


*  Conf.   Isocrat.  HeL  sec.  25,  26,  quoted  *  Casts  of  the  Theseion  frieze  may  be  seen 

in  Brunn's  BUder  d.  Thiseion^  Sitz.  d.  kon.       in  the  Elgin  Room  of  the  Brit.  Museum, 
bair.  Akad.  4  Juli  1874.  p.  65. 
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of  tke  invulnerable  Cceneus^  who  is  attacked  by  two  Centaurs,  as  in 
the  Phigaleian  frieze,  leaves  no  room  for  doubt  as  to  the  subject. 
The  execution  is  fresh,  vigorous,  and  truthful,  and  the  artist  shows 
himself  capable  of  representing  the  human  form  not  only  in  its  highest 
beauty  and  even  grace,  but  in  the  most  complicated  and  unusual 
attitudes,  with  a  skill  worthy  of  a  Myron.  Observe,  for  example,  the 
figure  of  Theseus  ;  the  Lapith  on  the  ground,  over  whom  the  Centaur 
is  prancing  in  triumph  (fig.  84);  and  the  Centaur  on  his  back 
(fig-  83).  A  certain  degree  of  archaism  is  observable,  but  this  is 
evidently  conscious  and  intentional,  and  is  well  suited  to  the  archi- 
tectural character  of  the  work,  and  to  the  mythical  nature  of  the 
s'ubject. 

As  compared  with  the  Phigaleian  frieze,  it  is  certainly  inferior  in 
variety,  but  it  is  more  natural,  more  entirely  free  from  all  undue  aim- 
ing at  effect. 

THE   EASTERN    FRIEZE.* 

Much  greater  difficulty  attends  the  interpretation  of  the  Eastern 
frieze  (fig.  85),  and  none  of  the  many  theories  which  have  been 
advanced  concerning  it  have  met  with  general  acceptation.  It  repre- 
sents, as  we  see,  a  contest  between  civilised  warriors  and  barbarians^ 
of  whom  the  latter  are  defending  themselves  with  blocks  of  stone. 
The  battle  is  taking  place  in  the  presence  of  two  distinct  groups 
(figs.  85  and  86),  of  three  persons  each,  seated  just  above  the  Antes 
of  the  Temple,  and  apparently  watching  the  issue.  Of  these  the  only 
one  who  can  be  certainly  identified  is  Athene  in  the  left  group,  whose 
helmet  was  seen  by  Stuart.^  Her  companions  are  probably  Zeus  and 
Here  (fig.  %6).  By  some  writers  the  stone-throwers  are  supposed  to 
be  Giants,  and  by  others  Thracian  barbarians  aiding  the  Eleusinians 
against  the  Athenians.  The  principal  feature  of  tlie  scene  is  that 
three  men  arc  defending  themselves  with  stones  against  the  attacks 


»  Stuart,  Antiq.  of  Athens,  pi.  4,  18,  19.  Taf.  xxi. 
Conf.  Marb.  of  Brit,  Mus,  pi.  12  ;  and  Ellis,  '  Antiq,  of  Athens,  iii.   ch.   i.   pi.  6,  13. 

Elgin  and  Phigaleian  Marb,   136.     Stuart  Conf.  Marb,  of  Brit,   Museum,   ix.  pi.   20; 

is  wrong  in  the  order  of  the  fourth  and  fifth  and  Ellis,  FJ^in  and  Phigal,  Marb,  ii.  155. 
slabs.  Vide  Miiller  and  Wieseler,  Denkmdler, 
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of  a  single  hero  (fig.  85),  whom  we  may  fairly  take  to  be  Theseus,  the 
champion  of  civilisation  against  barbarism.  It  is  also  a  matter  of 
dispute  whether  the  two  groups  of  Deities  are  taking  different  sides, 
as  in  Homer,  or  are  all  favouring  the  Grecian  heroes. 

The  Theseus'  myths,  as  is  well  known,  were  not  completed  in  all 
their  details  until  after  the  age  of  Homer  and  the  Cyclic  poets,  and 

Fio.  86. 


THE  SEATED    DIVINITIES   OF   THE   THESEION    FRIEZE. 

have  consequently  neither  the  definiteness  nor  the  consistency  of 
other  fables  of  the  same  nature.  On  the  whole,  the  explanation  which 
brings  the  relief  into  connexion  with  the  story  of  Theseus  and  Sciron,' 
who  is  sometimes  called  a  robber,  and  sometimes  a  general  of  the 
Megarians,^  affords  the  best  solution  of  the  difficulty. 


*  For  the  full  elucidation  of  this  view  see       Sitzungsber.  d.  kon.  haier.  Akad.  1874. 
the    interesting    treatise    of    Prof.     Brunn,  ^  Pausan.  i.  44.  6  and  i.  39.  6. 
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CHAPTER    XXI. 

THE   SCULPTURES   OF    THE   TEMPLE  OF  ZEUS 
AT  OLYMPIA. 

Many  circumstances  combine  to  render  the  Temple  of  Zeus  at 
Olympia  one  of  the  most  interesting  monuments  of  ancient  Greece. 
It  was  hallowed  beyond  all  other  sanctuaries  by  the  visible  presence 
of  the  great  Father  of  Gods  and  men,  represented  in  all  his  majesty 
by  the  greatest  artist  of  the  world.  The  sacred  plain  of  the  Altis, 
in  which  it  stood,  consecrated  and  planted  by  the  Idaean  Heracles 
himself,*  was  the  centre  of  Hellenic  life,  in  which  all  the  tribes  of 
Greece  assembled  to  celebrate,  in  honour  of  the  God  whom  they  all 
acknowledged  as  supreme,  the  games  they  so  dearly  loved.  In  this 
thrice  hallowed  spot  Zeus  himself  was  born,  and  nursed  by  the  Idaean 
Dactyls.  It  was  here  that  he  wrestled  with  Cronos  for  the  empire  of 
the  World.  Here  Apollo  outran  the  swift-footed  Hermes  on  the  course, 
and  vanquished  Ares  himself  in  boxing.*^  And  hither  for  eleven  hun- 
dred years  came  the  noblest  men  of  Hellenic  race  to  display  in  keen 
but  friendly  rivalry  their  matchless  powers  of  mind  and  body,  and  to 
receive  from  the  fountain  of  honour,  from  the  Olympian  Zeus  himself, 
the  garland  of  wild  olive— the  worthless  but  inestimable  palm,^  which 
*  raised  them  to  the  Gods  who  rule  mankind.' 


»  Pindar,  01,  xi.  v.  43  (ed.  Dyssen)  :—  round  the  Altis,  he  left  it  to  sund  separate  on  a 

o  «•  «p-  ir  niaf  ik<ra.,  oAor  r.  crrparbr  ^^'rrSdi'.  n£!!^  '^rr^'^'X  "^^  */T??  ^"^  appointed 

Aa^Trt  iroaoJ  Aib«  oAxiuov  ^^  resting-place  for  refreshment  at  the  evening  meal 

':Si:^"^lBi^rViii7o.sl^          Mcy^OTv-  -PC  fhe- rive" iSd ^TotLT^^trlh." '^^^  ^  '^^^^-^ °f 

iBr,K0  Wpwow  Ai;<rti7  .  S?"^^"-  ^'  7- 

Ti/&«9acf  iropoK 'AA^«oS  '  Pindar,  O/.  iii.  v.  13: — 

/utcra  Sw5cit' AWuTTwr  tfcMi' xal  vavoK  »    a.«     /             «#»        »        , 

Kp<irw  irp<Mr€i^tfrfyf aro.  afiifn^6iianri  fidXji  yXavKoxpoa  ir^/ior  iXaia^'  rdv 

Then  the  valiant  son  ofZeiis  (Heracles),  collecting  *l<rrpw  awh  cririapav  vaySiv  ivtiKtv  'Apt^trpMaKnaJaf 

together  at  Pisa  his  whole  host  and  all  the  booty,  M»'«M*  twi*  OvAvftirif  «caAAt<rTor  aB^mv^  etc. 
measured  ground  for  a  sacred  grove  (i.e.  the  whole 

Tf>c»-o«)  to  his  almighty  sire ;  and  having   fenced  Pindar,     Py'ih.     viii.     93  :     kfnrdKicw    S6inv 
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The  attention  of  archaeologists  and  lovers  of  art  in  general  has 
been  strongly  turned  of  late  years  towards  this  now  desolate  spot. 
The  German  Government,  with  the  wisdom  and  liberality  which  dis- 
tinguish it  whenever  the  interests  of  art  are  concerned,  recently  sent 
an  expedition  to  make  excavations  in  the  Altis,  and  especially  in  the 
neighbourhood  of  the  Temple  of  Zeus.  This  interesting  work  has 
been  carried  on  with  indefatigable,  self-sacrificing  zeal  by  distinguished 
German  scholars  and  architects,  and  has  been  crowned  with  consi- 
derable success. 

This  *  sanctuary  of  the  Pan-hellenic  brotherhood,*  *  once  filled  with 
the  best  life  of  the  ancient  world,  fell  after  various  vicissitudes  under 
Turkish  rule  in  the  fifteenth  century.  From  that  period  it  was  lost  to 
the  sight  and  almost  to  the  memory  of  the  civilised  world  until  the 
latter  half  of  the  eighteenth  century,  when  it  was  visited  by  our 
countryman,  Richard  Chandler.  His  visit,  however,  excited  so  little 
notice  in  Europe,  that  the  great  father  of  archaeology,  Winckelmann, 
writing  in  1767,  says  that  no  one  in  modern  times  had  ever  set  foot 
in  Olympia.  It  was  subsequently  surveyed  towards  the  beginning  of 
the  present  century  by  the  French  travellers  Fauvel  and  PoqueviUe, 
and  by  our  own  countrymen  Dodwell,  Pell  and  Leake,  the  last  of 
whom  settled  the  position  of  the  Temple,  an  exact  plan  of  which  was 
made  by  Stanhope  and  others  in  1813.  In  the  year  1829  a  French 
expedition  was  sent  under  Dubois  and  Blouet  to  explore  the  Pelopon- 
nesus and  the  Cyclades,  and  it  was  by  them  that  the  famous  metopes 
of  the  Temple  of  the  Olympian  Zeus  were  discovered  which  now 
adorn  the  gallery  of  the  Louvre.  Professor  Ernst  Curtius  recom- 
mended to  the  Prussian  Government  a  renewal  of  the  researches  in 
Olympia  as  early  as  the  year  1852  ;  but  it  was  not  until  the  year  1874 
that  he  obtained  the  requisite  powers  from  the  Ministry  at  Berlin  to 
treat  with  the  Government  at  Athens,  and  to  begin  the  operations 
referred  to  above. 

We  shall  speak  first  of  the  long  and  well  known  metopes  in  the 
Louvre. 

ir«rra6A(oi',    *  the  greedily  desired  prize  of      ungen  in  Olympia,  by  Pit)f.  Treu  and  others, 

the  pentathlion. '  should  be  read  by  every  lover  of  Greek  anti- 

*  The   interesting  Berichte  der  Ausgrab-      quity.     Conf.  Grote,  Hist,  of  Greece y  x.  436. 
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The  Metopes  of  the  Temple  of  Zeus  at 

Olympia.^ 

The  twelve  metopes  which  adorned  the  Temple  of  Zeus  at 
Olympia,  six  on  the  eastern,  and  six  on  the  western  facade,  repre- 
sented the  famous  *  Labours  of  H cracks'  They  were  not  in  the  usual 
place  on  the  outer  frieze  of  the  Peristyle,  but  on  the  wall  of  the  Cella 
under  the  Portico,  where  the  light  was  comparatively  weak,  and  the 
artist  had  to  look  more  to  general  effect  in  distance  and  obscurity 
than  to  great  accuracy  of  detail.  Pausanias  ^  gives  the  subjects  of 
eleven  of  them,  but  does  not  say  whose  work  they  were. 

THE  WESTERN    METOPES. 

The  series  of  metopes  began  at  the  left-hand  corner  of  the  W. 
front  over  the  Opisthodomos,  with  the  Ncmccan  Lion,  Then  follow  in 
succession  to  the  right  the  Lemccan  Hydra — the  Stymphalian  Birds 
—  the  Cretan  Bull — the  Brazen-footed  Hind—'SiViA  the  Contest  with  the 
Amazon  for  her  girdle. 

THE   EASTERN    METOPES 

represented  the  capture  of  the  Erymanthian  Boar — the  Mares  of  Dio- 
mede — the  Triple  Geryon — Heracles,  Atlas  and  the  Hesperides — theAu- 
gcean  Stables — and  the  Bringing  of  Cerberus  front  Hades, 

Three  of  these  metopes  are  almost  entirely  preserved  ;  viz.  the 
Atlas  metope — the  Cretan  Bull — and  the  Stymphalian  Birds,  Of 
five  more,  viz.  the  Aitgcean  Stables — the  Triple  Geryon — the  Hydra 
— the  Nemcean  Lion — and  the  Erymanthian  Boar,  about  half  has  been 


'  Treu,    Amgrabun^en  zu    Olympia,    iv.  koI  ti?s  K6irpov  KaBaipwv  rijy  y^p  i<rr\y 

cap.  4.  *HA€(ois.     Txhp  8^  rot;  dimrOoJiSfiov  r&v  Ovf^v 

•  V.  10.  9  :  "^(TTt  Z\  4v  *0\vfixlq,  K<d  'Hpo-  rod  (wffrripos  t^v  *AfjLa(6va  iarlv  iupat- 

K\4ovsriLTo\\itrcivfpyMy,  *Tir^p  fihv  rov  vaov  po^fiffoSy  Koi  ri   €s  rifv  f\a<f>o'v,  Koi  rhv 

ireroifirai  r&y  dvpSav  r\  4^  *ApKa9las  &ypa  iv    Kwa^   ravpov  ra\   riis    ixl    2rv/ii- 

rov    6<Jy,    Kcd    tA    irphs     Aio/t^8ijv    rhv  <t>'fl^Vf    to^   ^*    HSpav,    Kal  rhv  iv   r^   yy 

Sp^Of  KoH  iv'Epv0tl(f  vphs  T€pv6v7jv,  Koti,  ^Apytltf  \4ovra, 
''Ar\avr6s  rt  rh  <p6pfjfia  iK^4xfo^B<it  /i^AAwi', 
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discovered.  Of  the  remaining  foiiVy  viz.  Cerberus — the  Keryneian 
Hind — tlu  Amazon — and  the  Mares  of  Diotnede,  we  have  more  or  less 
considerable  fragments. 

The  best  preserved  of  all  is  the  so-called  Atlas  fnetope  (Germ, 
discov.).*  In  this,  the  most  perfect  of  all  the  metopes,  Heracles  (fig.  87) 
is  represented  standing  with  his  neck — on  which  is  a  cushion — bowed 
by  the  weight  of  the  superincumbent  world,  here  represented  by  the 


Fig.  87. 


sima  or  cornice  of  the  building.* 
Atlas  stands  before  him  holding 
out  tlu  apples  of  the  Hesperides^ 
three  in  each  hand,  to  the  labour- 
ing hero,  who  is  unable  to  take 
them.  The  artist  seems  to  follow 
the  myth,  which  represents  Atlas 
as  unwilling  to  resume  his  eternal 
burden.  Behind  Heracles  stands 
a  maiden,  probably  a  Hesperid^ 
who  touches  the  cushion  with 
her  left  hand,  as  if  desirous  of 
aiding  the  overburthened  hero  in 
his  tremendous  task.' 

The  nude  figures  of  this 
group  are  of  great  excellence,  and 
show  the  careful  hand  of  an  artist  trained,  after  the  manner  of  the 
Peloponnesian  school,  in  close  attention  to  the  general  proportions 
of  the  human  form,  and  to  anatomical  detail.  The  head  of  Heracles 
is  that  of  a  Peloponnesian  athlete,  and  may  fairly  be  regarded  as  the 
prototype  from  which  the  Diadumenos'  head  of  Polycleitus  was 
evolved.* 

The  Hesperid  makes  a   less   favourable   impression,   partly   be- 


HERACLES,    ATLAS,    AND   HESPERID. 


*  In  the  following  description,  the  abbre- 
viations Fr,  and  Germ,  will  be  used  to  show 
by  which  expedition  a  metope,  or  a  part  of  a 
metope,  was  discovered. 

■  Pausanias  (v.  10.  9)  mistook  the  position 
of  the  figures.     He  says,  kqDl  "ArAorr^Jj  tc  t^ 


*  See  the  beautiful  copy  of  this  metope  in 
Ausgrabungm  tu  Olympia^  vol.  i.  taf.  26, 
and  the  interesting  treatise  of  E.  Curtius, 
Miitheilungen  des  Ath.  Inst.  i.  taf.  ii,  p. 
206. 

*  Brunn,  Die  Sculpturen  von  Olympian  p. 
14.  1877. 
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cause  she  is  dressed,  and  partly  because  she  is  not  in  profile,  but 
en  face.  Yet  her  drapery  contrasts  favourably  with  that  of  Pallas  in 
the  Stymphalian  relief  (fig.  89).  In  the  latter  it  is  difficult  to  dis- 
cover any  system  at  all,  while  in  that  of  the  Hesperid  we  find  the 
greatest  order  and  mathematical  precision,  especially  in  the  perpendi- 
cular folds  which  fall  over  the  legs,  and  in  the  horizontal  folds  across 
the  breast,  which  remind  us  of  the  Hestia  Giustiniani^  and  the  two 
dancing  women  in  bronze   from   Herculaneum,   in   the   Museum   at 

Fig.  88. 


HERACLES  AND  THE  CRETAN   BULL. 


Naples.     It  is,  however,  only  fair  to  remark  that  the  arrangement  of 
drapery  in  a  seated  figure  is  a  very  difficult  task. 

The  metope  of  Heracles  and  the  Cretan  Bull  (body  of  bull,  Fr. ; 
head  and  legs,  Germ.)  is  well  known  to  all  visitors  of  the  Louvre  * 
(fig.  88).  The  motif  is  extremely  simple  and  intelligible.  Heracles 
is  represented  as  a  model  of  mere  material  strength  in  its  greatest 
possible  development.  His  limbs  are  moulded  in  gigantic  propor- 
tions, and  though  the  bull  is  the  very  beau  idM  of  ponderous 
strength;  he  seems  to  master  it  without  much  effort.     There  is  no 


*  Vide  supra,  p.  167. 

«  Exp^d,   de  Morie,  i.  pi.  76,  I.     Conf.  vase  in  Brit.  Mus.,  Table-case  I,  125. 
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exercise  of  gymnastic  skill,  as  in  the  parallel  representation  of 
Theseus  and  the  Marathonian  Bull}  Heracles  seizes  the  beast  by 
the  nose,*  leans  heavily  against  its  side,  and  all  resistance  and  even 
motion  are  checked  at  once.  This  relief  gives  the  best  illustration  of 
Winckelmann's  remark,  that  Zeus  resembled  the  lion  and  Heracles 
the  bull. 

The  Stymphalian  Birds  (figure  of  Ath6n6,  Fr. ;  figure  of  Heracles, 


Fig.  89. 


Germ.).  To  the  female  figure  seated  on 
a  rocky  which  occupies  the  left  half  of 
the  well-known  metope  in  the  Louvre  • 
(fig.  89),  the  German  excavators  have 
now  added  the  figure  of  Heracles^  who 
is  represented  holding  out  some  object 
— probably  one  of  the  birds  of  the 
Stymphalian  lake,  in  bronze — to  his 
patroness.*  Little  as  her  rustic  air 
and  careless  attitude  accord  with  our 
idea  of  the  majestic  Pallas^  her  aegis- 
like  leather  garment,  with  its  jagged 
edge,  leaves  no  doubt  that  the  Virgin 
Goddess  is  intended,  and  not,  as  some 
have  thought,  a  Nymph  of  tlie  Lake? 
In  the  works  of  early  Greek  art  Pallas 
alone  is  present  as  the  witness  of  the 
deeds  of  her  favourite  Heracles. 

The  date  of  these  reliefs  is  pro- 
bably about  the  middle  of  the  fifth  century?  The  archaic  folds  of 
Athene's  dress — of  which  only  the  general  di.sposition  is  given, 
without   any    details  —  and  the  absence  of   all   expression   in  the 


PALLAS   FROM  THE  METOPE  OF  THE 
STYMPHALIAN   BIRDS. 


*  Vide  supra^  p.  2 18. 

«  Not  by  the  horn,  as  was  thought  before 
the  recent  discovery  of  the  head  (Treu,  Be- 
rUht  aus  Olympia,  1879,  No.  39). 

«  Exp^d,  de  Morie,  i.  pi.  77.  I. 

*  Treu,  Ausgrab,  su  Oi.  iv.  p.  29.  The 
complete  metope  may  be  seen  in  a  cast  in  the 
Olympian  collection  in  Berlin,  and  a  copy  of 
it   in   Meyer's   Conversation's  Lexicon  (3rd 


edit.),  Supplem.  vol.  i.,  in  the  article 
*01ympia,*  and  in  Overbeck,  Ges,  der 
Plastik  Urd  ed.),  p.  442. 

•  Coni.  a  painted  vase  in  Brit.  Mus., 
Table-case  I,  125,  representing  the  contest  of 
Theseus  and  the  Sow  of  Cromyon,  in  the 
presence  of  the  nymph  Phea, 

•  Vid.  Furtwangler,  Abhandlungen  d.  Ber- 
lin, Acad,  phil'hist,  d,  1879. 
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hero's  face  (unless  it  be  an  '.^Eginetan  smile'),  preclude  a  later 
origin.  Only  the  eyes  might  seem  to  belong  to  a  more  advanced 
period  of  art 

In  the  metope  representing  the  Contest  with  the  Nemcean  Lion  ' 
(lion,  Fr. ;  head  and  hand  of  Heracles,  Germ.)  the  lion  is  almost 
entire,  and  the  head  and  hand  of  Heracles  have  been  lately  found  in 
Olympia.  The  poor  beast  is  lying  on  his  side  under  the  heavy  foot 
of  Heracles,  past  all  power  of  further  resistance.  In  front  of  the 
lion's  hind  leg  is  the  left  shin-bone  of  the  hero,  and  behind  it  the 
remains  of  his  club,  on  which  his  left  hand  must  have  rested.*  There 
is  room  for  another  figure— of  the  size  of  the  Hesperid  in  the  Atlas 
metope— between  the  lion's  head  and  the  left  edge  of  the  metope.  The 
hero,  whose  eyes  and  hair  are  coloured  red,*  leans  his  head  upon  his 
hand  as  if  in  meditation.  It  is  remarkable  that  he  is  here  represented 
as  a  beardless  youth,  perhaps  to  remind  the  spectator  that  this  was 
the  first  of  his  great  exploits.  The  thought  that  many  such  terrific 
foes  as  the  one  he  has  just  encountered  awaited  him  in  his  laborious 
career  might  well,  for  a  moment,  depress  the  youthful  hero.* 

In  the  metope  o^  the  Augcean  Stables  (Germ.)  the  figure  of  Athene, 
nearly  complete,  standing  with  helmet,  shield,  and  lance,  occupies  the 
left  side.  Heracles,  of  whom  we  have  the  left  leg  and  other  fragments, 
is  striding  to  the  left,  as  if  in  the  act  of  sweeping. 

Of  the  metope  of  the  triple  Geryon,  the  figure  of  the  monster  (Fr.) 
has  long  been  known.  To  this  the  upper  part  of  Heracles  (Germ.) 
has  been  lately  added.  The  triple  giant  in  full  armour  occupies  the 
right  of  the  slab.  He  wears  two  of  his  shields  on  his  arms ;  *  the 
third  has  slipped  down  and  touches  the  ground.  Heracles  plants  his 
foot  on  the  thigh  of  Geryon,  and  is  probably  brandishing  his  club. 
Between  his  legs  was  the  dead  body  of  the  herdsman  Eurytion.  A 
beautiful  head  of  Heracles*  has  been  quite  recently  found,  which  pro- 


*  Conf.    vase  in  Brit  Mus.,   Table-case  •  Lenormant,  Bullet,  d.  Inst.  1832,  p.  17, 
H,  No.  84,  in  first  Vase-room.  and  Blouet.  Expid.  d.  Mar^e^  i.  pi.  75,  i. 

'  Treu,  Berkhty  42.  Conf.    an  archaic  amphora  in  Brit.  Mus., 

»  Expid  de  Morie^  i.  pi.  74.  2.  Table-case  A,  No.  28  G. 

*  Compare  the  dejected  drooping  head  of  •  A   photograph  of  this  head   will  soon 
the  Heracles  Famese,  which  represents  him  appear  in  vol.  v.  of  the  Ausgrab.  zu  01, 
towards  Ihe  end  of  his  career. 
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bably  belongs  to  this  metope,  and  it  seems  probable  that  the  vacant 
space  on  the  slab  was  filled  by  the  figure  of  Ath^nd.* 

The  Hydra  metope  (Germ.)  has  been  found  in  innumerable  frag- 
ments, which  have  been  put  together,  so  as  to  show  the  body,  necks, 
and  heads  of  the  hideous  monster.^ 

Of  the  metope  of  Heracles  bringing  the  Boar  to  Eurystheus^  we  have 
a  fragment  of  Heracles'  head — the  Boar's  snout  (Fr.) — and  the  Cask 
from  which  the  head  and  shoulders  of  Eurystheus  project  (Germ.). 
Heracles  comes  from  the  left  side  carrying  the  boar  on  his  shoulders. 
He  fixes  his  left  foot  on  the  edge  of  the  cask  in  which  is  Eurystheus, 
who  raises  his  arms  in  supplication  and  terror,  while  Heracles  seems 
about  to  drop  the  huge  beast  upon  him.' 

Of  the  Cerberus  metope  (Germ.)  we  have  the  dog's  nose  and  a 
paWy  and  a  considerable  portion  of  tlie  figure  of  Heracles.  The  latter 
was  represented  striding  to  the  left  and  dragging  the  dog,  of  whom 
only  the  upper  part  was  visible,  from  the  depths  of  Tartarus  to  the 
light  of  day.*  The  goddess  Ath6n^  probably  occupied  the  left  side 
of  the  slab,  as  spectatress  of  the  scene. 

The  only  part  of  the  Amazon  metope  which  h&s  been  found  is  the 
head  of  Hippolyte,  How  the  subject  was  treated  we  have  no  means 
of  determining.  In  the  sarcophagus  at  Paris,  Heracles  sets  his  foot  on 
her  prostrate  body.* 

The  metope  of  the  Keryneian  Hind  is  represented  by  only  tlie 
torso  of  tlu  beast  (Germ.),  the  head  of  Heracles  (Fr.),  and  his  leg 
(Germ.).  The  fragments  prove  that  the  knee  of  the  hero  was  pressed 
on  the  back  of  the  hind,  which  is  all  that  we  know  of  the  motif. 

The  Mares  of  Diomede.  Of  this  metope  we  have  only  one  horses 
head  (Fr.). 

From  the  brief  account  given  above  it  will  be  seen  that  we  have 
now  all  the  eastern  metopes,  and  one  half  of  the  western,  either  in 
good  preservation,  or  sufficiently  so  as  to  enable  us  to  understand 
their  compositions. 

*  Treu,  Beruht,  42.  *  Ibid.  41.  *  As  in  the  Theseion  metope,  it/^.  d.  Inst. 

•  Conf.  same  motif  on  a  vase  in  the  Royal       x.  Taf.  59.  i.     Vid.  supra^  P-  217 
Museum  at  Berlin.  »  Clarac,  Mus^e  de  Sculpt.  196,  212. 
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The  Eastern  Pediment. 

(Fig.  90.) 

The  remains  of  the  eastern  Pedimental  group,  lately  rescued  from 
the  ruins  of  the  Temple  of  Zeus  in  Olympia,  correspond  in  the  main 
to  the  description  of  Pausanias ;  *  and  there  can  be  no  reasonable 
doubt  of  their  identity  with  what  he  saw  some  seventeen  centuries 
ago. 

The  association  of  the  name  of  Paeonius  with  that  of  Pheidias, 
whose  pupil  he  was  supposed  to  be,  naturally  led  men  to  expect  in 
the  chief  work  of  the  former  something  of  Attic  style  and  Pheidiac 
excellence.  Those  who  go  to  Olympia  with  such  expectations,  raised 
to  the  highest  pitch  by  the  universal  tendency  to  exaggerate  the  value 
of  a  new  discovery  made  at  a  vast  expense  of  labour  and  money,  are 
doomed  to  painful  surprise  and  grievous  disappointment.  It  would 
be  difficult  to  find  a  greater  contrast  in  the  whole  range  of  ancient 
sculptures  than  that  which  exists  between  the  marbles  of  the  Par- 
thenon, designed  by  Pheidias,  and  the  group  by  Paeonius,  his  supposed 
pupil,  which  we  are  now  considering.  If  we  would  do  justice  to  the 
works  before  us,  and  derive  from  them  the  enjoyment  they  are  capable 


*  V.  10.  6:  ri  h\  h  iLtroTs,  iariv  tfiirpO' 
ffBtp  U4\owo5  if  irphs  Oly6fiaop  r&v  Tmrwy 
&fii\\a  4r\  fxiWovffa,  Kcd  rh  Hpyoy  rod  9p6' 
fiov  ira^  iLfjLipor4puy  iy  irapourKtvy.  Aihs  9^ 
iydkfxaros  Kar^  fi4ffoy  x€voirifi4vov  itdXurra 
rby  iitrhv  Hcrriy  Oly6fiao5  4v  5€|«$  4xiKflfi*vos 
Kpdpos  tJ  Kt<f>a\fi  xapa  ik  atnhy  yvy^  "Xrtp&irn 
0vyar4poty  Koi  <wrr\  rmy^ArXjurros,  MvpriXos 
B4f  ts  flAawc  r^  Otyofidtp  rh  &ptia,  KdlOrirai  xph 
rS>y  Tinr»v*  0/  }i4  uaiv  ipiOfihy  ol  tmrot 
r4(r(rapf5.  furk  9i  ahr6y  tlciy  Hyipts  8<;o  * 
6y6fiara  fi4y  tr^tffiy  oIk  ^ort,  Otpare^eiy  8i 
&pa  rohs  Ivwovs  ica2  ro{rrois  xpo(r(r4raKro 
thrb  rov  Otyofidov,  irphs  avr^  8^  KardKfirai 
r^  v4pari  KAc(8fos.  If^ci  8^  koX  4s  rk  &kXa 
trap*  *HA€/»v  rifxiis  vorafi&y  /ndKicrra  /xerd  yt 
*A\^i6y,  ri  ik  ^ir'  ipurrtph  itxh  rod  Aihs  6 
Tl4\o\lf  Kcd  'linroidfA€ia  koX  5  re  iiyiox^s  4<m 
rod  U4\oxos  ko2  Tinrot,  Ho  rt  iy^pts,  IvwS' 
KOfioi  8^  Kol  oZroi  r^  n4\oiri,  jcol  al6ts  6 
&CT^f  .Kdr€t<rty   4s   (rrtydyt  iced   Karii    rovro 


*A\<f>€i}>s  ^ir*  ainov  ve7rolr)rai.  r^  8^  &v8f>2  %s 
^Miox**  Ty  n^AoTi  K6ytif  fi^y  r^  Tpot(riyimy 
fffriy  6yofia  S^Tjpof,  &  8i  4^riyrir^s  %4>ourKiy  6 
4v  *0\vfivi(f  Ki?^\ay  §lyai,  r&  fiky  9^  ^ympocrOty 
4y  ro7s  Arrorj  YiaiceyioVy  y4yos  4k  M4viT)s  rrjs 
Spouctas  r^  8^  HirKrOty  ahrwy  'A\Kafi4yovs 
iufiphs  ifKiKiay  r§  Kark^tiBiay  koi  rit  BevrepeTa 
4y€yKafi4yov  <ro<l>ias  4s  Troirttriy  &ya\fidroDy, 
tA  Bh  4y  ro7s  itroTs  fariy  aitr^  AawiO&y  4y 
r^  UfiolOov  ydfjup  xphs  Ktyraipovs  ri  fidxri- 
kotA  fxty  8i>  TOW  &crov  rh  fi4<roy  Uapldovs 
4<rrL  Topit  8i  ainrhy  rf  fihy  Evpvrloty  iip- 
TcucifS  r^y  yvvaiKd  4<m  rod  UfipiSov,  Kcd 
iifi^wy  Kodytvs  r^  UtiplOWf  rf  8i  Brifffhs 
iifivySfitPos  ire\4K€i  rohs  K€yra{>pov5,  K^vrow- 
pos  8c  6  fjL^y  xap04yoy  &  8^  xaiia  iipir(uc(&s  4<my 
&piuoy,  4iroiri<rf  8i  (4fJ^ol  8oicc7v)  radra  6 
*A\Kafi4yriSf  UtiplOovy  r€  cTvoi  Aihs  4y  lireo-t 
roa  'Ofiiipou  df8tiayfi4yos  Kcd  Brj(r4a  4xt<rrd' 
fifyos  &s  ctiy  r  /rcipros  (ixSyoyos)  U4\OTros» 
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of  affording,  we  must  for  the  moment  forget  that  they  are  attributed 
to  pupils  of  Pheidias,  and  judge  them  by  a  lower  standard.  We  must, 
moreover,  not  be  contented  with  looking  at  the  originals  as  they  lie 
disjointed  and  separated  in  the  dark  barn  at  Olympia.  By  the  long, 
patient,  and  skilful  labours  of  German  archaeologists,  and  especially 
of  Dr.  Treu,  who  for  four  years  superintended  the  excavations  in  the 
Altis,  casts  of  the  separate  fragments  have  been  combined  into 
figures,  and  figures  arranged  into  groups,  so  that  we  can  now  form  a 
fair  opinion  of  the  composition  and  execution  of  these  celebrated 
works. 

The  subject  of  the  Eastern  pediment  by  Paeonius,  as  we  have  said 
above,  is  the  preparation  *  for  the  race  between  Pelops  and  CEnomaus} 
The  central  figure  of  Zeus  (fig.  90,  A)— which  is  not,  as  we  might 
perhaps  expect,  in  archaic  form  as  a  temple-image — is  nude  to  the 
hips,  the  lower  limbs  being  wrapped  in  the  himation.  On  the  right 
of  Zeus  is  the  nude  and  youthful  form  of  Pelops  (fig.  90,  g)  wearing 
a  helmet,  and  raising  his  right  arm,  which  may  have  held  a  spear  or 
sceptre.  His  head  is  turned  away  from  the  centre,'  towards  the  broad 
and  massive  form  of  his  future  bride  Hippodameia  (Deidameia)  (fig. 
90* /)i  who  is  robed  in  archaic  drapery,  similar  to  that  of  the  Hesperid 
in  the  Atlas  metope.  She  is  slightly  turned  towards  him,*  and  thus 
the  pair  are  placed  in  a  posture  suitable  to  their  relation.  With  her 
left  hand  she  is  supposed  to  be  drawing  a  veil  over  her  shoulder  in 
her  character  of  bride  expectant.  On  the  other  side  of  Zeus  is 
(Enoniaus  (fig.  90,  /),  whose  right  shoulder  is  covered  by  his  mantle. 
His  left  arm  is  raised,  and  his  right  hand  rests  on  his  hip,  in  a 
fashion  not  altogether  heroic.  Next  to  CEnomaus  is  his  wife  Sterope 
(fig.  90,^),  a  stately  matronly  figure,  standing  erect  in  long  flowing 
robes,  supporting  her  drooping  head  on  her  right  hand  as  if  in  gloomy 
meditation,  and  with  her  left  arm  crossed  under  her  breast.    It  should 


*  Pausan.  v.  10.  6 :   rh  Hpyov  rod  9p6fiov  an  Apulian  amphora,  Table-case  O,  No.  i, 
wapo  afuf>or€p(ay  iv  xapao'Ktvy.  in  which  /Arf  decapitated  heads  of  hoo  un- 

*  Conf.  a  terra-cotta  relief  in  Brit.  Mus.  successful  suitors  are  represented, 

in  which   the  same  subject  is  treated  ;  also  •  This  position  is  not  properly  given  in 

a  crater  in  Brit.  Mus.,  Table-case  D,  No.  2;  the  engraving. 

and  another  crater,  Table- case  K,  No.  2,  in  *  The  head  of  this  heroine  has  been  dis- 

which  the  Centaur  Eurytion  is  represented  covered  in  this  position. 

seizing  Laodamiay  bride  of  Peirithous;  also 
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be  remarked  that  both  Sterope  and  Hippodameia  are  on  as  large  (if 
not  larger)  a  scale  as  their  heroic  and  royal  husbands !  Next  to 
Sterope,  according  to  Pausanias,  is  the  charioteer  of  CEnomaus,  the 
traitor  Myrtilus  (fig.  90,  /),  sitting  on  the  ground  in  front  of  his 
horses,  with  his  head  averted  from  the  lord  whom  he  has  betrayed  ; 
and  on  the  other  side,  next  to  Hippodameia,  is  Cillas  (or  Sphairos), 
Pelops'  charioteer  *  (fig.  90,  e).  Of  the  four  horses  (fig.  90,  d,  m)  in 
each  wing  of  the  aeroy,  the  one  nearest  the  spectator  is  executed 
in  round  form ;  the  others  one  behind  another  in  relief.  Behind  the 
horses  are  two  male  figures,  whom  Pausanias  took  for  grooms.  The 
one  on  the  side  of  CEnomaus  is  an  old  man  of  singularly  coarse  and 
ungainly  appearance  (fig.  90,  ;/),  whom  some  writers  suppose  to  be 
one  of  the  seerSy  who  could  hardly  fail  on  such  an  occasion.  The 
corresponding  figure  behind  the  chariot  of  Pelops,  in  the  attitude  of 
a  charioteer  (fig.  90,  c\  evidently  held  the  reins,  for  which  holes  are 
found  in  the  horses*  heads.  Then  follow  on  the  side  of  Pelops  the 
figure  of  ^  boy  kneeling  (fig.  90,  b\  and  on  that  of  CEnomaus  a  kneeling 
girl  {fig,  90,  0) ;  and  the  river  gods  Alpheius  (fig.  90,  a)  and  Cladeus 
(fig.  90,/)  occupy  the  two  angles  respectively. 

On  looking  at  the  remains  of  this  group  placed  in  their  proper 
order,  the  first  thing  that  strikes  us  is  the  rigid  parallelism  of  the  com- 
position, carried  even  to  formal  stiffness — so  unlike  the  agreeable 
variety  which  characterises  even  the  calm  and  dignified  consessus  of 
the  Gods  in  the  sculptures  of  the  Parthenon.  The  five  central  figures 
stand  side  by  side  in  perpendicular  and  parallel  lines,  with  little 
apparent  connexion.  Some  of  them,  and  especially  that  of  Zeus, 
indeed,  are  not  without  dignity,  although  the  foremost  personage, 
Pelops,  ought  not  to  stand  by  the  side  of  Zeus  with  his  arm  a- 
kimbo!  The  subordinate  persons  of  the  group  are  treated  in  a 
most  realistic  style,  only  worthy  of  a  Demetrius  of  Alopeke ; '  and 
where  the  artist  wishes  to  represent  ease  or  repose,  we  find  an  un- 
graceful carelessness  of  bearing.  The  figure  of  the  Seer  (fig.  90,  «), 
for  example,  is  in  the  highest  degree  ordinary  and  clumsy,  and  might 


*  Some   writers  reverse    the   positions  of  Pelops  and   CEnomaus,    and   call    the    bald- 
headed  figure  (»)  behind  the  horses  on  the  left  hand  of  Zeus,  Myrtilus. 
'  Vide  infroy  p.  340. 
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well  be  taken  from  the  first  chance  passer-by  in  the  streets.  And 
lastly  in  the  Rivers  Alpheius  and  Cladeus  (fig.  90,  Uy  p\  instead  of 
the  languid,  graceful  repose,  not  without  nobility,  of  the  Parthenon 
River  God,  whose  soft  and  flowing  lines  and  surfaces  rest  on  a  perfect 
anatomical  framework  of  bone  and  muscle,  we  find  two  flabby  forms 
in  singularly  ungainly  and  uncomfortable  attitudes. 

The  figures  of  the  Eastern  Pediment  have  not  even  the  lifeless 
accuracy  nor  the  strict  logical  connexion  and  sequence  of  the 
iEginetan  group  ;  still  less  the  life  and  power  and  rhythmical  flow  of 
the  corresponding  sculptures  in  the  Parthenon. 

When  we  come  to  consider  their  technical  execution,  we  find  the 
same  comparative  inferiority.  It  is  a  well-known  and  honourable 
characteristic  of  the  best  Greek  art  that  it  bestowed  the  same  loving 
care  on  all  parts  of  a  figure,  even  those  which  were  less  seen  or  not 
seen  at  all.  This  is  true  of  the  ^Eginetan,  and  especially  so  of  the 
Elgin,  marbles.  But  in  the  pediments  of  the  Olympian  Temple  only 
the  side  which  is  turned  towards  the  spectator  is  thought  worthy  of 
attention  ;  the  rest  is  left  rough  and  unfinished.  Even  in  the  western 
pediment,  ascribed  to  Alcamenes,  the  same  unworthy  negligence  is 
shown,  and  the  upper  portion  of  the  arm  of  Theseus,  which  could  not 
be  seen  from  below,  was  never  canned  at  all. 

The  drapery  of  the  figures  shows  the  same  want  of  ^  schooV — of 
conformity  to  the  principles  of  plastic  art.  In  the  best  periods  and 
works  of  Grecian  art  the  position  of  every  fold  is  the  resultant  of 
various  conditions — the  nature  of  the  material,  its  thickness  and 
weight,  the  way  in  which  it  breaks,  the  form  which  it  envelopes, 
the  movements  by  which  it  is  stirred  ;  and  every  fold  and.  every 
line  are  parts  of  a  connected  and  harmonious  system.  In  the 
Olympian  figures,  though  the  position  of  each  portion  of  the  dress 
may  be  natural,  there  is  no  connexion  between  its  several  parts,  and 
the  general  result  is  singularly  inhannonious. 
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The  Western  Pediment  by  Alcamenes.^ 

(Fig.  91.) 

We  have  seen  reason  to  doubt  the  generally  assumed  relation 
between  Pheidias  and  Paeonius,  which  is  neither  attested  by  any 
ancient  writer,  nor  rendered  probable  by  any  analogy  in  the  style  of 
their  respective  works.  But  with  respect  to  Alcamenes,  there  can 
be  no  doubt  that  he  was  a  younger  contemporary  and  pupil  of 
Pheidias.  To  him  was  entrusted  the  execution  of  the  group  for 
the  Western  Pediment,  the  subject  of  which  was  tJu  Battle  of  the 
Centaurs  and  the  Lapiths,  in  which  the  great  national  hero  of  Attica, 
Theseus,  gained  immortal  glory  for  his  country  and  himself.  In- 
stead therefore  of  the  absolute  repose,  not  to  say  lifelessness,  of 
the  eastern  pediment,  the  nature  of  the  subject  leads  us  to  look  for 
scenes  of  furious  riot  and  conflict,  such  as  are  recorded  in  ancient 
mythology  and  in  the  pages  of  Pausanids.^ 

Fragments  of  a  very  large  proportion  of  this  group  have  been 
discovered,  and  casts  of  them  skilfully  combined  in  the  Museum  at 
Berlin.  The  tall  central  figure  in  archaic  style,  which  Pausanias 
mistook*  for  Peirithous,  is  evidently  a  god,  probably  Apollo.  This 
tall  majestic  figure  is  extending  his  arm  over  Hippodameia,  as  if  to 
protect  her  (fig.  91,/).  On  his  right  is  Eurytion  (fig.  91,/)  with  the 
face  of  a  Silenus,  carrying  off  Hippodameia  (or  Deidameia)  (fig.  91,  it).' 
The  head  of  the  audacious  Centaur  is  seized  by  his  beautiful  prey. 
On  the  left  of  Apollo  is  another  Centaur  (fig.  91,  ^),  who  is  also  bearing 
off  tf  woman  (fig.  91,  ^«),  whose  beautiful  and  interesting  face  expresses 


*  Vid.  Treu's  Reconstructionsentwurf  in  grasp  of  the  centaur  Eurytion.  She  holds 
den^Ausgrabungenzu  OIJ*  ^.  iii.  taf.  26-27,  ©"^  ^er  hand  for  help  towards  Peirithous, 
cap.  3,  and  B.  iv.  cap.  3.  Conf.  Overbeck,  who  is  behind  Eurytion,  and  raises  his  club 
Gesch,  d,  Plastik  (3rd  ed.),  i.  fig.  90.  to  strike  the  monster.     On  either  side  of  the 

*  V.  10.  8.  central  group  is  a  pretty  maiden   showing 

*  Conf.  Mon,  d.  Inst,  Arch,  1854:  *Pittura  signs  of  extreme  terror.  Eurytion  is  crowned 
vascularia  della  coUezione  Fillipaldi  a  Anzi.  with  flowers,  and  holds  a  branch  in  his 
Vaso  Italo-Greco  di  cui  si  deve  la  cognizione  hand.  A  goblet,  oiigo  malorumf  is  falling 
alBrunn*(^«Zf/r/.  ^./«j/.  ^rr^  i853,p.i66).  to  the  ground.  Conf.  'Vaso  del  Museo 
In  this  very  beautiful  composition  Deidameia  Borbonico,*  Mon,  d,  Inst,  Arch,  vol.  vi. 
is  represented  in  a  rich  bridal  dress  in  the  Taf.  38. 
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the  anxiety  and  dejection  suited  to  her  position.  Her  garment  has 
slipped  from  her  shoulder  and  leaves  her  bosom  exposed.  The  head 
and  torso  behind  Eurytion  belong  to  the  figure  of  Peirithous  (fig.  91, 
K)y  who  is  hastening  to  protect  his  bride ;  and  by  the  side  of  the 
Centaur,  on  Apollo's  left  hand,  stood,  probably,  the  principal  actor  in 
the  Centauromachy — Tluseus  (fig.  91,  n) — who  has  left  the  mark  of  his 
axe  in  the  head  of  the  ravisher.  Next  to  Theseus  is  a  Centaur  (fig.  9 1 ,  ^) 
carrying  off  a  boy  (fig.  91,  /) ;  then  another  Centaur  (fig.  91,  s), 
who  has  seized  a  woman  (fig.  91,  r)  with  both  his  hands,  by  the  waist 
and  feet,  and  is  endeavouring  to  throw  her  on  to  his  equine  back.  She 
endeavours  to  loosen  the  grasp  of  his  right  hand,  while  a  kneeling 
Lapith  (or  Greek)  (fig.  91,  /)  thrusts  his  sword,  which  was  of  bronze, 
into  the  monster's  heart.  Next  to  the  Lapith  is  an  old  female  slave 
(fig«  9i>  «)  of  Semitic  type,  lying  on  the  ground  and  wailing.  On 
the  other  side,  next  to  Peirithous,  is  a  Lapith  (fig.  91,  g)^  who  has 
passed  his  arm  round  a  Centaur's  neck  (fig.  91,/),  and  tries  to  throttle 
him.  The  Centaur  fixes  his  teeth  in  the  Lapith's  arm.  Next  to  this 
group  is  a  kneeling  girl  (fig.  91,  ^),  whom  a  Centaur  (fig.  91,  d)  has 
seized  by  her  luxuriant  hair.  Then  a  Lapith  (fig.  91,  ^),  who  with  his 
body  thrown  violently  forward,  clasps  the  ravishing  monster  round 
the  neck  with  both  his  arms,  and  endeavours  to  drag  him  away.  Then 
follows  a  female  slave  (fig.  91,  *),  who  is  tearing  her  hair  in  grief  and 
terror.  The  two  corners  are  occupied  by  nymphs  (fig.  91,  a^  v) 
stretched  at  full  length  on  the  ground,  one  of  whom,  to  the  right  of 
Apollo,  has  a  beautiful  face. 

Few  remains  of  ancient  art,  as  may  be  gathered  from  what  we 
have  said,  have  produced  such  a  crop  of  difficulties,  diametrically 
opposite  opinions,  and  contending  theories,  as  the  recent  discoveries 
at  Olympia.  And  no  wonder,  when  we  find  in  the  ruins  of  the  same 
building  works  of  high  plastic  merit  and  strict  Peloponnesian  style, 
like  the  Atlas  Metope,  side  by  side  with  the  many  extremely 
realistic  and  slovenly  figures  in  the  pediments ;  and  when,  what 
is  still  more  strange,  we  learn  from  high  authority,  that  some  of 
the  latter  are  by  the  same  hand  as  the  beautiful,  though  perhaps 
over-estimated  Nike!  The  Olympian  Metopes  in  the  Lx)uvre,  too, 
are  attributed  by  competent  authorities,  both  English  and  German, 
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to  the  same  artist.  If  the  Eleians,  it  is  asked,  had  a  native  artist  capable 
of  producing  the  Atlas  metope,  why  should  they  send  for  Paeonius  ? 
Had  the  former  finished  his  work  and  died  before  the  arrival  of  the 
latter  ?  And  if  Paeonius  could  design  and  carve  the  charming  figure 
of  Nike  on  the  pillar,  how  could  he  so  far  forget  his  cunning  as  to 
fashion  such  a  Seer  and  such  an  Alpheius  ? 

This  last  difficulty  has  been  found  so  great  that  an  entirely  new 
theory  has  been  propounded  to  explain  it  Professor  Brunn  has  en- 
deavoured to  prove  that  Paeonius  belonged  to  an  entirely  distinct 
North  Grecian  School  of  pictorial  sculpture,  formed  under  the  influence 
of  the  great  painter  Polygnotus,  and  to  a  certain  degree  Asiatic  in  its 
character.^  Other  works  of  the  same  nature  and  of  undoubted  N. 
Grecian  origin — as  the  Sepulchral  Relief  of  Philis  from  Thasos,  now 
in  the  Louvre,'  and  of  The  Warrior  of  Thessalonica — are  adduced  in 
confirmation.  According  to  this  view  we  are  to  regard  the  figures  of 
the  Eastern  Pediment  not  as  bad  statues,  hardly  as  plastic  works  at  all, 
but  rather  as  the  groundwork  for  paintings  by  which  a  certain  pleasing 
effect  might  be  produced  in  the  chiaro-oscuro  of  the  frieze  under  the 
portico.  Ingenious  as  this  theory  is,  and  admirable  as  is  the  skill 
with  which  it  is  supported,  we  cannot  think  that  it  meets  the  difficulty. 
It  might,  perhaps,  account  for  laxity  and  want  of  thoroughness  of 
execution,  but  hardly  for  the  positive  meanness  and  vulgarity  of  many 
of  the  figures  in  the  eastern  pediment.  Mr.  Newton,  who  has  paid 
g^eat  attention  to  the  subject,  says  that  *the  two  sculptors  employed 
on  these  pediments  furnished,  no  doubt,  the  general  designs,  but  left 
them  to  be  executed  by  local  half-trained  artists  who  had  not  the 
benefit  of  their  constant  surveillance^  and  who  consequently  "scamped  " 
their  work.'  Unfortunately  for  this  explanation,  which  might  other- 
wise seem  to  meet  the  difficulty,  the  designs — especially  that  of  the 
eastern  pediment — appear  as  unworthy  of  a  great  artist  as  the 
execution. 


'  Newton  and  Mr^  S.  Colvinin  The  Aca-  »  Anndl,  d,  Inst.  1872,  Taf.  5a     Conf. 

demy^  No.  208,  Ap.  29,  1877.  Relief  of  two  girls  from  Pharsalus,  in  Louvre. 

«  Brunn,   Paeonios  u,    die   Nord-griech,  Brunn,  Paeon,  &c.,  p.  323. 
Kunstf  Miinchen,  Mai,  1876. 
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The  Nike  of  P^onius.^ 

(Fig.  92.) 

Happily  for  the  fame  of  Paeonius  another  work  by  his  hand  has  been 
discovered  at  Olympia,  very  different  in  style  from  the  statues  of  the 
Eastern  Pediment,  and  so  much  superior  to  them  that,  were  it  not 
for  apparently  indubitable  testimony,  we  could  hardly  believe  them  to 
be  the  works  of  the  same  artist.  The  figure  of  the  Winged. Nike  on 
a  pillar y  the  discovery  of  which,  in  1875,  j.^^ 

caused  so  great  a  sensation  in  the  archaeo- 
logical world,  is  interesting  and  important 
for  many  reasons  ;  but  chiefly  because  it 
is  one  of  the  very  few  Greek  works  we 
possess  of  which  both  the  design  and  the 
execution  can  be  traced  to  a  celebrated 
sculptor. 

We  read  in  Pausanias,^  *  Those  of  the 
Dorian  Messenians  who  once  received 
Naupactus  from  the  Athenians  (01.  81. 
2,  or  87.  4,  or  88.  4  X)  offered  the  statue 
of  Nike  on  a  pillar.  It  is  the  work  of 
Paeonius  the  Mendaean,  and  was  erected 
from  the  booty  taken  from  the  enemy,  as  I 
think,  in  the  war  against  the  Acarnanians 
and  CEniadae.  But  the  Messenians  them- 
selves say  that  it  was  an  offering  for  the 

,  ,  ..,.-,  THE  NIKE  OF   PiBONIUS. 

operations    undertaken  jointly    with    the 

Athenians  in  the  Island  of  Sphacteria,  01.  88.4  (B.C.  425),  and  that 

they  had  not  inscribed  the  name  of  the  enemy  through  fear  of  the 

Lacedaemonians,  while  they  had  no  reason  to  fear  the  CEniadae  and 

Acarnanians.* 


'  See  the  plates  in  Ausgrabungen  %u  01,       38.     A  pBotograph  of  it  will  appear  in  vol. 
vol.  i.  Taf.  9-12.  The  back  of  Nike's  head  has      v.  of  the  Atisgrabungen  zu  OL 
been  found  ;  vid.  Treu*s  Olympiabericht^  No.  •  v.  26.  I. 
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On  the  20th  of  Dec.  1875,  a  triangular  block  of  marble  was  dug 
up  at  Olympia,  about  thirty  yards  from  the  S.E.  comer  of  the  Temple 
of  Zeus,  bearing  this  inscription  in  letters  of  the  Sth  cent  B.C., 
*  Offered  from  a  tithe  of  the  booty  to  the  Olympian  Zeus.*  Below 
this,  and  in  smaller  characters,  as  usual  with  artists  of  the  best  period, 
are  the  words  '  Paeonius  the  Mendacan  made  it,  who  was  victor  also 
in  the  execution  of  the  pediment  of  t/ie  temple'  On  the  following 
day  the  upper  part  of  the  figure  itself  was  found  near  the  block  con- 
taining the  inscription;  and  the  lower  part  a  few  yards  off,  built 
into  one  of  the  latest  walls.  The  back  of  her  head  and  her  left 
leg  have  been  more  recently  discovered.'  The  figure  is  of  Parian 
marble,  rather  more  than  six  feet  in  height.  The  Goddess  of 
Victory  is  happily  represented  as  descending  from  above,  and 
slightly  bending  forward  in  an  easy .  and  graceful  attitude  as  she 
approaches  the  ground.  Her  right  foot  just  touches  the  rock  at  the 
centre  of  one  side  of  the  triangular  pillar  ;  the  left  leg  is  bare,  and  the 
long  flowing  garment  cleaves  closely  to  the  right  leg,  and  shows  off 
its  beautiful  proportions.  The  high-girt  robe,  once  encircled  at  the 
waist  by  a  broad  band  of  metal,  is  fastened  on  the  right  shoulder,  and 
falls  in  short  folds  over  her  girdle.  '  Below,  where  the  loose  robe, 
framing  the  form  in  broader  and  broader  masses,  floats  down,  the 
breeze,  which  meets  the  flying  figure,  causes  a  play  and  counter- 
play  of  the  folds,  which  in  its  lively  and  elegant  movement,  caught 
from  the  moment,  may  be  called  a  miracle  of  art.'*  On  the  left  side 
is  the  fragment  of  a  bird,  which  Curtius  takes  for  an  eagle,  as 
symbol  of  the  air  through  which  the  Goddess  moves.  The  pillar, 
which  Pausanias  mentions,  consisted  originally  of  ten  triangular  blocks 
of  marble,  diminishing  in  size  from  below,  all  of  which  have  been 
found.  They  rest  on  a  basis  formed  of  two  blocks  of  limestone.  To 
judge  fairly  of  this  pleasing  work,  we  should  see  it  in  its  proper 
place  on  a  lofty  pillar,  as  we  have  now  the  opportunity  of  doing  in 
the  Olympia  Museum  in  Berlin. 

However  much  we  may  admire  the  originality  and  boldness  of 


»  Vid.  Treu,  Olympiabericht,  38.     Vol.  v.       graph  of  the  head, 
of  the  Amgrab.  zu  01,  will  contain  a  photo-  •  Hirschfeld,  Rundschau^  Nov.  1877. 
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conception  displayed  in  this  beautiful  figure,  it  is  impossible  to  chime 
in  with  the  high-flown  language  of  its  discoverer.  It  is  '  a  work/ 
says  Hirschfeld, '  which  at  one  stroke  places  its  creator,  after  centuries 
of  oblivion,  by  the  side  of  the  greatest  sculptors  of  all  ages.* '  '  The 
first  discovery,'  he  says  elsewhere,  *  we  were  fortunate  enough  to  make 
was  a  work  fully  equal  in  value  to  the  Elgin  Marbles^  and  that  not 
only  from  the  period  in  which  it  was  executed,  but  from  its  intrinsic 
merit',  this  was  the  Nike  of  Paeonius.'^  This  is  certainly  not  the 
impression  that  it  made  on  me,  nor  has  the  verdict  here  pronoupced 
been  confirmed  by  the  general  voice  of  archaeologists.  The  Nike  of 
Paeonius,  pleasing  as  it  is,  is  not  only  inferior  to  the  Parthenon  sculp- 
tures, but  does  not  even  resemble  them  in  style,  and  has  not  those 
characteristics  of  the  Pheidian,  or  even  of  the  Attic,  school  in  general, 
which  are  often  found  in  works  of  no  greater  merit  than  the  Olym- 
pian Nike.' 

"  Rundschau,  1 877,  p.  318.  Sitzungsbcr.  d.  Icon,  baier.  Acad.  Jan.  1877, 

'  Hirschfeld  in  Macmillan*s  ^(^.    Nov,  Of  a  similar  design  are  a  gilded  Nike  of  terra- 

1877:  cotta  in  the  Antiquarium  at  Munich,  and 

•  Read  the  masterly  investigation  of  this  two  elegant  terra-cotta  figures  of  the  same 

subject  in  Brann's  Sculpturen  v,   Olympia  goddess  in  the  Brit.  Museum. 
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CHAPTER   XXII. 

THE   SCULPTURES   OF  THE  PARTHENON 
{ELGIN  MARBLES). 

The  highest  point  in  the  region  of  Greek  art  that  we  have  been 
permitted  to  behold  is  crowned  by  the  Parthenon,  in  the  plastic 
decoration  of  which  Pheidias  lavished  a  wealth  of  imagination,  know- 
ledge, and  technical  skill,  of  Peloponnesian  accuracy  and  Attic  grace, 
such  as  the  world  has  never  seen  before  or  since  the  Periclean  age. 

We  know  that  there  was  a  higher  point,  a  summit  on  which  stood 
the  glorified  figures  of  the  Panhellenic  Zeus  and  the  Ath^n^  Par- 
thenos — a  summit  which  is  for  ever  hidden  from  our  gaze  in  im- 
penetrable clouds.  What  remains  to  us  of  the  Parthenon  is  not  the  work 
of  Sculpture  pure  and  simple,  but  modified  to  suit  the  requirements  of 
the  architect.  Yet  it  is  inestimably  precious,  because  in  the  so-called 
'Elgin  marbles*  we  have  the  only  work  of  art  which  we  can  con- 
fidently regard  as  having  been  designed,  if  not  executed,  by  Pheidias 
himself. 

It  is  a  very  remarkable  fact,  and  one  which  gives  us  a  deep  insight 
into  the  character  of  the  Athenians,  that  the  central  figure  in  their 
religion,  the  most  perfect  representative  of  their  feelings,  thoughts, 
and  aspirations,  was  not  Zeus  or  H6r.^,  nor  the  most  popular  gods  of  all 
times  and  nations.  Ares  and  Aphrodite,  but  Ath^n^,  the  Vii^in,  the 
Goddess  of  wise  counsel  and  brave  deed  !  She  was  enthroned  in  the 
very  heart  of  their  citadel ;  and  she  stood  in  colossal  grandeur  on  the 
battlements  to  terrify  their  foes,  and  to  give  the  first  welcome  to  the 
mariner  or  the  exile  when  he  approached  his  divine  and  beautiful 
home,  which  reposed  in  safety  under  the  protection  of  her  lance  and 
shield. 
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It  requires  a  strong  effort  of  the  imagination  to  grasp  the  multi- 
plex and  at  first  sight  incongruous  elements  which  make  up  the 
character  of  Ath^n^  as  represented  to  us  in  Greek  literature  and  art. 
The  wide  range  of  her  different  qualities  and  functions  is  strikingly 
brought  before  us  in  the  Iliad,^  where  in  company  with  Hdr6  she 
rushes  to  the  battle  before  Troy,  and  emboldens  Diomed  to  face  the 
God  of  War  in  arms.  Throwing  away  the  veil  of  airy  texture,  which 
she  herself  had  made^'^  she 

Tlie  cuirass  donn'd  of  cloud-compelling  force 
And  stood  accoutred  for  the  bloody  fray. 
Her  tasselled  aegis  round  her  shoulders  next 
She  threw,  with  terror  circled  all  around, 
And  on  its  face  were  figured,  deeds  of  arms 
And  Strife  and  Courage  high,  and  panic  Rout 
There  too  a  Gorgon's  head  of  monstrous  size 
Frown'd  terrible,  portent  of  angry  Jove. 

In  her  hand 
A  spear  she  bore,  long,  weighty,  tough,  wherewith 
The  mighty  daughter  of  a  mighty  sire 
Sweeps  down  the  ranks  of  those  her  hate  pursues. 

(Lord  Derby's  Translation,) 

And  yet  this  same  terrible  Goddess,  who  raves  and  storms  in  the 

midst  of  din  and  carnage,  appears   as   the   prudent   friend   of  her 

favourite  Achilles,  and  restrains  him  from  avenging  a  very  real  insult 

and  wrong : 

From  Heaven*  I  came  to  curb,  if  thou  wilt  hear, 
Thy  fury  .... 

She  springs  forth  fully  armed  from  the  head  of  Zeus  with  a  mighty 
shout,  *  at  which  Heaven  and  mother  Earth  shivered,'  *  and  yet  her 
greatest  and  most  precious  gift  to  her  darling  people  is  not  the  war- 
horse  but  the  olive,  the  emblem  of  peace,  which  was  planted  in  her 
honour  on  the  sacred  *  olive-bearing'  hill.'*   She  stands  in  full  armour. 


»  V.  733.  *   Here,  FurenSy  1178  : — 

»  I/iad,  1.  207.  ^^'^  * 

*  Pindar,  01,  vii.  37:—  ^  /on,  1480:— 

Ovpoybf  i*  i^fn^i  viv  koX.  TaXa  fi^dryip.  cAato^viis  vayot. 
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with  brandished  lance,  on  the  highest  point  of  the  Acropolis,  and  yet 
she  is  the  patroness  of  all  household  and  female  work,  in  which  she 
herself  excels.  She  loves  the  fiery  Diomed,  the  headstrong,  warlike 
Achilles,  but  her  greatest  favourite  is  Odysseus,  just  because  he  gains 
his  ends  by  counsel  rather  than  by  force;  because  he  is  *  7roiKiXofjLi]rfj9' 
(of  various  wiles) :  '  Thou  art  of  all  men  far  the  first  in  counsel  and 
discourse,  and  I  in  the  company  of  all  the  Gods  win  renown  for 
wit  and  wile/^ 

The  key  to  her  character  is  found  in  the  myth  of  her  birth. 
She  springs  from  the  brain  of  Zeus,  not  from  his  heart  or  blood ; 
nor  did  any  mother  infuse  into  her  being  female  desires  or  weak- 
nesses.^ 

Her  representation  in  art  embodies  this  conception  of  the  poets. 
She  is  the  prominent  deity  in  the  earliest  periods,  in  which,  as  we 
might  expect,  the  warlike  side  of  her  character  predominates.  The 
old  Trojan  Palladium,'  supposed  to  be  in  Athens,  represented  her 
brandishing  her  lance  in  her  right  hand,  and  in  an  attitude  of  attack. 
But  even  here  she  carries  in  her  left  the  distaff  and  the  spindle,  and 
the  lamp  of  enlightenment.  In  so-called  archaic  art  of  a  later  period 
— as  in  the  central  figure  of  the  iEginetan  group — she  wears  the 
peplos  in  rigid  folds  over  the  chiton,  and  a  large  aegis,  which  covers 
her  whole  breast  and  falls  halfway  down  her  back  ;  and  she  stands, 
helmet  on  head,  with  raised  lance  and  shield  ready  for  attack  or  defence. 
The  proportions  of  her  limbs  are  rather  male  than  female,*  and  the 
face  is  stern  and  without  a  trace  of  womanly  tenderness.  In  the 
Attic  art  of  Pheidias,  the  features  of  the  old  rude  type  are  changed  into 
dignity  and  grandeur,  without  losing  their  stem  severity.  In  still  later 
periods  the  aegis  is  more  and  more  contracted,  the  spear  becomes 
almost  a  sceptre,  and  the  shield  is  rested  on  the  ground  ;  and  in  the 
decline  of  art  the  attempt  is  made  to  invest  her  with  a  soft  and 
lovely  grace,  in  which  her  individuality  is  lost. 


>  OJys,  xiii.  297,  Butcher  and  Lang.  »  Apollod.  iii.  12 :  9uirms,  Cont  Pausan 

•  Eurip.  /on,  453 :—  i.  265. 

<rk  tAi^  i»8ipmp  Aoxta  *  Orf^Aic  hymn,  xxxi.  :— 

arttAffi9v^iay  tfAar  »               %  «  . . 
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The   Parthenon. 

(Fig.  93.) 

In  the  construction  of  the  new  Parthenon  tne  traditions  of  the 
older  building  of  the  Pisistratidae  were  in  the  main  observed  by  the 
architects  Ictinus  and  Callicrates.  The  Parthenon,  or  Hecatompedos, 
as  it  is  frequently  called,  appears — though  opinions  vary  on  this 
point — not  to  have  been  a  temple  in  the  full  sense  of  the  word,  like 
that  of  the  Ath^n^  Polias.^  It  was  rather  *  a  new  festive  edifice  and 
treasure-house,  which  by  blending  intimately  together  the  fulfilment  of 
political  and  religious  ends  was  to  serve  to  represent  the  piety  and  ar- 
tistic culture,  the  wealth  and  the  festive  splendour,  in  fine  all  the  glories 
which  Athens  had  achieved  by  her  valour  and  her  wisdom.*  ^  The  site 
of  the  old  ante- Persian  temple  was  somewhat  enlarged,  and  upon  it  a 
kind. of  platform  of  marble  (/cpi/TrtV),  rising  three  steps,  was  placed, 
the  upper  surface  of  which  {stylobate)  was  about  228  by  loi  feet. 
Near  the  edge  of  the  stylobate  rose  the  external  row  of  columns,  eight 
each  on  the  E.  and  W.  fronts,  and  seventeen  on  each  side.'  Behind 
the  eight  pillars  at  each  end  of  the  temple  was  another  row  of  six  some- 
what smaller  ones,  surmounted  by  an  epistyle  or  architrave,  which  was 
continued  round  all  four  sides  of  the  cella.  This  inner  architrave  has 
some  Doric  details,  but  instead  of  the  triglyphon  (the  alternation  of 
triglyph  and  metope)  the  continuous  Ionic  frieze  was  introduced,  and 
was  adorned  with  the  matchless  bas-reliefs  of  the  Panathenaic  pompa, 
which  are  the  pride  of  our  British  Museum.* 

This  glorious  edifice,  whose  ruins  still  affect  the  beholder  with 
admiration  and  awe,  was  completed  in  01.  85.  3  (438  B.C.),  and  used  at 


*  Botticher,     ^'iibtr    agonale    FesitempeV  zu  A  f/teft,  v.  ^;  and  Academy,  Aug.y,iS£o). 
{Philohi^SyXy\i.  3,  xviii.  I  and  3,  and  xix.  i).  '  Curtius,  Bist,  of  Greece  (Ward's  transla- 

It  is  generally  supposed  that  the  name  Par-  tion). 

thenon  was  confined  to  that  division  of  the  ■  The  Parthenon   therefore  is  Peripteros 

temple   which   contained   the   statue  of  the  Hypaithros. 

Goddess.      But   in   the   inscription   on   the  *  For  a  full  description  of  the  Parthenon 

bronze  tablet  preserved  in  the  Parthenon,  see   Botticher,    'Zeitschrift  fiir  Bauwesen,* 

the  statue  is  mentioned  as  being  in  the  He-  Jahrg.  1850-1  ;  Penrose,  An  Investigation 

catompedon,  while  the  tablet  itself  was  in  the  of  the  Principles  of  Athenian  At  chit,  y  1851, 

Parthenon  (Kohler,   Mittheil.  d,  deut.  Inst.  and  Michaelis*  *  der  Parthenon.^ 
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O 

X 


the  Panathenaic  festival  of  that  year.  Its  plastic  ornaments  consisted 
in  the  great  chryselephantine  statue  of  Athini  described  above,*  the 
fifty  marble  statues,  larger  than  life,  of  the  two  pediments,  the  ninety- 


'  P.  183. 
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Fig.  94. 


two  metopes  of  the  Doric  triglyphon,  and  i/ie  innumerable  figures  on  the 
Ionic  frieze,  which  was  523  feet  long. 

These  precious  productions  of  the  purest  and  noblest  art  passed 
tolerably  unscathed  for  about  twenty  centuries  through  the  changing 
fortunes  of  the  Temple,  which  in 
the  fifth  or  sixth  century  of  our 
era  became  a  Christian  church, 
and  in  the  fifteenth  a  Turkish 
mosque.  As  a  church  it  was  dedi- 
cated to  the  Mother  of  God,  and 
in  1019  the  Emperor  Basileos  II. 
is  said  to  have  celebrated  a  thanks- 
giving  there  to  the  *  Seoroxos*  It 
was  visited  by  several  of  the  cory- 
phaei of  the  Renaissance,  and 
among  others  by  Ciriaco  de  Pizzi- 
colli  of  Ancona,  who  went  twice 
to  Athens  and  made  drawings  of 
the  Parthenon,  which  look  like 
caricatures.^  Under  the  dominion 
of  the  Turks,  however,  Athens  was 
gradually  lost  sight  of,  so  that 
the  Tubingen  Professor  Martin 
Crusius^  wrote  to  a  Greek  Pro- 
fessor at  Constantinople  to  ask 
whether  it  still  existed. 

In  the  seventeenth  century 
Athens  was  again  visited  by 
English  and  French  travellers. 
The  Jesuits  had  a  mission  there 
from  1645-1648  B.C.,  and  were  succeeded  by  the  Capuchins  in  1658. 
The  reports  of  these  missionaries,  among  whom  were  men  of  classical 
learning  and  taste,  brought  the  Parthenon  once  more  to  the  notice 
of  the  civilised  world.     Our  own  countrymen  Spon  and  Wheler  ob- 


GROUND   PLAN   OF   PARTHENON. 


*  Michaelis,   Parthenon,  Taf.    vii.    i,    iv.  •  Crusius  became  Professor  at  Tubingen 

xiii.  xiv.  in  1559. 
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tained  admission  to  it  in  1676,  and  made  both  measurements  and  draw- 
ings, the  results  of  which  they  published  (in  1678  and  1682)  in  an 
account  of  their  travels.  But  the  most  important  work  was  done  by 
the  French  painter  Carrey,  who  went  to  Constantinople  in  the  suite  of 
the  French  Ambassador,  Marquis  de  Nointel,  in  1674.  Leave  was 
bought  by  the  latter  from  the  Turkish  commandant  for  Carrey  to 
make  drawings ;  and  in  the  very  short  space  of  time  allowed  him 
(fourteen  days)  this  indefatigable  painter  copied  the  groups  of  both 
pediments^  thirty-two  metopes,  the  whole  of  the  E.  and  W.  friezes,  half 
the  N.  frieze,  and  seventeen  slabs  from  the  middle  of  the  S.  frieze !  * 

But  the  end  was  at  hand.  About  ten  years  after  the  visit  of 
Spon  and  Wheler  the  Greeks  sought  the  akl  of  Venice  against  the 
Turks.  The  latter,  expecting  an  attack,  fortified  themselves  on  the 
Acropolis,  using  the  materials  obtained  by  pulling  down  that  gem  of 
Attic  architecture,  the  Temple  of  Nike  Apteros  (wingless  victory), 
and  other  buildings.  The  Venetian  army,  consisting  chiefly  of  German 
mercenaries,  under  Morosini  and  Konigsmark,  tried  to  undermine  the 
Acropolis^  and  failing  in  this,  sent  a  bomb  into  the  Parthenon,  in 
which  the  Turks  had  stored  their  powder.  By  the  explosion  which 
ensued  the  centre  of  the  building  was  destroyed,  and  with  it  a  portion 
of  the  N.  and  S.  metopes  and  friezes.*  The  two  pediments  naturally 
suffered  but  little,  the  eastern  not  at  all,  as  we  possess  all  that  Carrey 
drew,  and  even  some  figures  that  he  never  saw.  Great  devastations 
were  afterwards  committed  by  the  Venetian  officers,  and  Morosini, 
the  Captain-General,  destroyed  the  famous  chariot  of  Athfin^  and  the 
statue  of  Poseidon  in  the  W.  Pediment,  in  a  clumsy  attempt  to  remove 
them  from  their  place. 

Our  space  will  not  allow  of  our  giving  a  full  account  of  the  efforts 
made  by  English  and  French  travellers  in  the  latter  half  of  the 
eighteenth  century  to  bring  the  Parthenon  to  the  notice  of  the  European 
public.  In  1797  Count  Choiseul-Gouffier,  the  French  Ambassador  at 
Constantinople,  obtained  leave  for  his  artist,  Fauvel,  to  draw  and  take 
casts  from  the  Parthenon  marbles  ;  and  the  latter  managed  to  convey 
a  slab  of  the  Ionic  frieze  and  a  metope  from  the  south  triglyphon  to 


'  Michael.  dUr  Parthenon, 

*  See  the  model  of  the  Parthenon  in  the  Elgin  room  of  the  Brit.  Mus. 
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France.  It  was  partly  in  rivalry  with  Choiseul  that  our  own  Ambas- 
sador to  the  Porte,  Lord  Elgin,  proposed  to  Pitt  in  1799  to  secure 
some  of  the  precious  plunder  for  England.  The  great  minister,  fully 
occupied  with  Napoleon  Bonaparte  and  Egypt,  was  not  exactly  in  a 
mood  to  attend  to  Archaeology;  and  Elgin,  with  the  sympathy  and 
assistance  of  Sir  W.  Hamilton,  Ambassador  at  the  Court  of  Naples, 
determined  to  proceed  with  the  matter  at  his  own  expense.  After  a 
thousand  difficulties  the  priceless  booty  was  shipped  in  eighty  chests 
for  England  in  18 12.  While  in  Burlington  House,  in  which  the 
marbles  found  their  first  resting-place  on  English  soil,  they  were  seen 
by  Visconti,  and  in  1815  by  Canova,  who  estimated  them  at  100,000/. 
But  Parliament  took  a  different  view  of  the  matter,  and  purchased 
them  for  35,000/. — about  half  what  they  had  cost  Lord  Elgin.  Casts 
of  the  different  statues,  reliefs,  &c.  were  sent  to  Paris,  Stuttgart,  and 
other  parts  of  the  Continent,  and  everywhere  aroused  the  highest 
enthusiasm,  and  became  the  centre  of  every  school  of  art.  Danecker, 
who  had  casts  of  the  so-called  *  Theseus  *  and  the  '  River  God,'  writes  ^ 
to  a  friend  :  *  These  two  have  affected  me  so  much,  that  I  must  say 
they  are  the  highest  that  I  have  seen  in  art.  They  are  formed  as  it 
were  after  nature,  and  yet  I  have  never  had  the  happiness  to  see  such 
natures.*  Gothe  thought  himself  *  happy  to  have  lived  long  enough  ' 
to  see  the  Elgin  Marbles;  and  in  1 817  he  made  the  proposition  that 
every  German  sculptor  should  be  helped  to  study  in  London,  *  and  if 
not  to  become  a  Pheidias,  at  least  to  go  to  school  with  him.'  In  the 
same  strain  spoke  O.  Miiller,  Bronsted,  Welcker,  &c.  In  short,  not 
only  in  England,  but  throughout  the  civilised  world,  the  transference 
of  the  Parthenon  sculptures  to  an  inviolable  asylum  was  hailed  as  a 
great  era  in  the  history  of  plastic  art. 

There  are,  of  course,  two  ways  of  looking  at  the  proceedings  of 
Lord  Elgin.  Those  who  would  justify  him  may  say  that  he  was  in  a 
position  to  see  that  these  unique  and  inestimable  remains  of  Pheidian 
art  would  eitheir  be  sold  or  destroyed  piecemeal  by  the  Turks  and 
Greeks,  or  carried  off  bodily  to  Paris  by  the  French.  Failing  of 
assistance   from  his  own    Government,    he   took    upon  himself  the 


*  In  a  letter  to  Welcker  about  the  formation  of  a  Gallery  of  Casts  in  Bonn.  See  Michaelis, 
der  Parthtnon^  p.  86. 
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expense  and  risk  and  infinite  trouble  of  securing  them  for  his  own 
country.  Whether  he  hoped,  as  his  detractors  say,  to  make  a  profit 
by  their  sale,  it  is  impossible  for  us  to  decide.  Probably  not,  for  their 
value  at  that  time  was  not  fully  appreciated  by  the  public  at  large ; 
and,  at  any  rate,  if  his  object  was  a  mercenary  one,  he  entirely  failed  in 
attaining  it. 

The  other  view  is  that  which  has  been  stated  with  characteristic 
vigour  by  Lord  Byron  in  his  *  Childe  Harold  *  and  *  The  Curse  of 
Athena.*  The  great  poet  charges  Lord  Elgin  with  having  torn  *  The 
last  poor  plunder  from  a  bleeding  land,'  and  being  base  enough  to 
make  the  State  *  receiver  of  his  pilfered  prey ; '  and  denounces  him 
as  a  'dull  spoiler, '  and  a  *  filthy  jackall,'  an  *  Alaric,'  an  *  Eratosthenes,' 
and  worst  of  all,  *  a  Scot ! ' 

Whatever  opinion  we  may  form  of  Lord  Elgin's  character  and 
motives,  no  one  who  knows  anything  of  the  subsequent  history  of 
Greece  can  doubt  that  he  was  instrumental  in  preserving  the  most 
precious  remains  of  Greek  art  from  impending  destruction.  He  por- 
cured  for  them  a  shrine  in  the  very  heart  of  modern  civilisation,  where 
they  are  treasured  like  the  bones  of  saints  and  martyrs ;  and  he 
thereby  conferred  the  greatest  boon  not  only  on  his  own  country, 
but  on  the  whole  civilised  world,  Greece  itself  included. 

The  metopes  of  the  Parthenon  were  originally  ninety-two  in  num- 
ber, thirty-two  on  each  of  the  N.  and  S.,  and  fourteen  on  each  of  the 
E.  and  W.  sides.  The  eastern  and  western  metopes  are  almost  all  *  in 
their  original  places  on  the  building,  but  dreadfully  mutilated,  not  so 
much  by  the  gentle  and  tasteful  hand  of  Time  as  by  the  brutal  violence 
of  deliberate  malice.  The  reliefs  of  the  central  portion  of  the  S.  and 
N.  walls  perished,  of  course,  in  the  explosion  caused  by  the  well-aimed 
shell  of  the  Liineburg  lieutenant  in  1687.  The  N.  side  suffered  most, 
and  only  twelve  of  the  thirty-two  metopes  are  still  in  their  original 
places,  viz.  three  at  the  eastern,  and  nine  at  the  western  end,  which 
are  all  mutilated  beyond  recognition.  We  are  more  fortunate  in  regard 
to  the  southern  metopes,  many  of  which  are  in  good  preservation,  and 
are  rendered  intelligible  by  the  aid  of  Carrey's  drawings. 


*  Except  No.  8  on  the  E.,  and  No.  i  on  the  W. 
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Ancient  literature  affords  us  no  clue  to  the  interpretation  of  the 
various  scenes  represented  in  the  triglyphon  of  the  Parthenon,  or  to 
the  discovery  of  the  central  idea  which  connects  them ;  and  many 
archaeologists  have  given  up  the  attempt  to  understand  them.  Ross  * 
was  of  opinion  that  the  metopes  were  put  into  their  places  indiscrimi- 
nately as  they  happened  to  come  from  the  sculptor's  hands.  There 
are,  however,  some  grounds  for  believing  that  the  reliefs  of  the  eastern 
fagade  represented  the  Gigantomachia  (Battle  of  the  Gods  and  Giants), 
those  of  the  western  the  Amazonomachia'^  (Battle  of  Greeks  and 
Amazons).  The  southern  metopes  are  intelligible  enough ;  they  re- 
present the  Ceiitatiromachia  (Battle  of  Centaurs  and  Lapiths^)  at 
the  wedding  feast  of  Peirithous.  The  subject  of  the  northern 
metopes  remains  problematical. 

METOPES   OF   THE   EASTERN   FRONT. 

In  the  eastern  facade  the  two  intercolumnia  on  the  extreme  right  and 
left,  containing  two  metopes  each,  are  separated  from  the  two  middle 
intercolumnia,  which  have  also  two  metopes  each,  by  Nos.  V.  and  X.^ 
Leake  conjectures  that  they  represented  the  exploits  of  Ath^n^  her- 
self and  the  chief  Attic  heroes.  O.  Miiller  recognises  Pallas  victorious 
over  t/ie  Giants  and  Apollo  contending  with  Heracles  for  the  Tripod, 
Michaelis  and  Petersen  also  accept  the  Gigantomachia  as  the  subject 
of  the  frieze,  and  think  that  they  see  Dionysus  in  No.  II.,  Ares  in 
III.,  Artemis  in  XII.,  and  Hcri  (or  Demeter)  in  IV.  Chariots  are 
seen  on  Nos.  V.,  VII.,  and  X.,  from  which  it  is  inferred  that  the  Gods 
are  going  into  battle  in  4ieroic  fashion,  and  that  Goddesses  acted  as 
charioteers,  after  the  manner  of  H^re  in  the  Iliad,  Artemis  in  the 
Phigaleian  frieze,  and  Athene  in  the  chariot  of  Heracles  on  ancient 
vases.*  In  No.  VII.  the  horses  are  winged ^  and  it  is  therefore  conjec- 
tured that  the  victor  in  the  succeeding  metope  VIII.  was  Zeus 
himself  driven  by  Athena  Nike!^ 


*  Theseion^  p.  7.  on  the  Parthenon  as  given  by  Michaelis. 

*  Dodwell  and  Leake.  *  Gerhard,  Afiiike  Vasmbilder^  i.  62. 

*  Virg.  Georg.  ii.  457.  Ovid,  Mel.  xii.  2lo.  •  Botticher,     Philologm^     Lc,    Michaelis, 

*  Michaelis, /V?rM<'//<?//,  p.  143.  The  Roman  Parthenon^  p.  145. 
numerals  indicate  the  order  of  the  metopes 
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METOPES   OF   THE   WESTERN   FRONT. 

These  are  in  even  worse  condition  than  the  eastern,  spoken  of 
above,  and  afford  a  still  more  favourable  playground  for  the  lively 
imagination  of  archaeological  seers.  Cockerell  declares  that  they  can 
all  be  decyphered  except  VI.  and  VII.,  and  that  they  represent 
alternately  a  horseman  ivith  an  enemy  stretched  on  the  ground  before 
him,  and  two  combatants  on  foot.  Leake  and  others*  see  traces  of 
Persian  costumes  in  Nos.  X.  and  XIV.,  and  think  that  the  Battle  of 
Marathon  is  intended. 

So  completely,  however,  have  these  metopes  been  effaced  that  it 
is  uncertain  whether  the  riders  in  Nos.  I.,  III.,  V.,  IX.,  XIII.  are  male 
or  female.  If  women,  then  they  are  Amazons,  for  we  are  told  that 
these  strong-minded  females  appeared  on  horseback  in  Mikon*s  famous 
picture  in  the  Poecile  in  Athens.*  No.  I.,  of  which  there  is  a  cast  in 
the  British  Museum  (No.  i8),  contains  a  very  striking  figure  on  horse- 
back, apparently  an  Amazon^  moving  rapidly  to  the  right,  in  the  act 
of  throwing  a  spear. 

METOPES   OF  THE   NORTHERN   SIDE. 

Twenty  of  these  perished  in  the  explosion  of  1687,  and  of  those 
which  still  remain  in  their  original  places,  Nos.  II.,  XXVI.,  and  XXX. 
are  effaced  beyond  all  hope  of  interpretation.  Some  suppose  that  they 
represented  the  Battle  of  the  Amazons?  with  which  the  long-draped 
women,  which  are  still  recognizable,  would  hardly  agree.  Michaelis^ 
conjectures  that  Nos.  XXIV.  and  XXV.  contain  scenes  from  tlie 
^ Uiupersis'  (capture  of  Troy),  and  with  these  he  connects  XXVII. 
and  XXVIII.  In  XXV.  he  recognises  Helen  seeking  asylum  at 
Athini's  image,  under  the  protection  of  Aphrodite  and  EroSy  from  the 
vengeance  of  Mtnelaus,  who  drops  his  sword.  On  the  left  side,  he 
thinks,  stands  the  goddess  Peitho  (Persuasion)  with  a  branch  in  her 
hand. 

'  O.  Miiller,  Bronsled,  Beule.  d,  Inst,  xxxix.  21 1. 

'  Michaelis,  dfr  Parthenotty  p.   149.     Conf.  '  Dodwell  and  Leake, 

schol.  Aristoph.  Lys,  678  ;   Kliigemann,  Ann,  *  Parthencn^  p.  138. 
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METOPES   OF   THE   SOUTH   SIDE. 

It  is  from  these  that  our  knowledge  of  the  high  reliefs  of  the 
Parthenon  must  be  chiefly  obtained,  for  they  are  the  only  ones  suffi- 
ciently well  preserved  to  enable  us  to  judge  fairly  of  their  merits,  and 
hey  are  also  the  most  easily  accessible.  Of  these  most  interesting 
works,  fifteen  were  secured  for  England  by  Lord  Elgin,  and  are  now 
n  the  British  Museum ;  a  sixteenth  was  carried  off*  at  an  earlier 
period  by  Count  Choiseul  and  placed  in  the  Louvre.*  The  head  of 
a  Centaur^  the  head  of  a  Greeks  and  otJier  fragments^  from  metope 
No.  3,  in  the  British  Museum,  were  carried  off*  to  Copenhagen  by  an 
officer  of  the  Venetian  army  in  1687. 

Of  the  twelve  metopes  at  the  west  end  of  the  south  side  ten  contained 
a  series  of  single  combats  between  a  Centaur  and  a  Lapith  (or  Greek) 
and  two  represented  the  rape  of  women  by  Centaurs,  The  centre  of 
this  side  seems  to  have  been  filled  from  XIIL-XXI.  by  reliefs  of 
various  mythical  scenes,  which  are  variously  interpreted  by  different 
writers,  but  by  none  in  a  satisfactory  manner.^  Of  the  rest  from 
XXIL-XXXII.  the  great  majority  show  Centaurs  and  Lapiths^  and 
three  hdcvQ  female  figures  instead  of  Lapiths. 

Very  remarkable  is  the  difl*erence  of  style  in  the  metopes  from  the 
same  (south)  side  in  the  British  Museum — a  difference  so  great  that 
we  find  it  impossible  to  attribute  them  to  the  same  school  of  artists. 
Many,  no  doubt,  were  the  work  of  older  contemporaries  of  Pheidias, 
who  adhered  to  the  older  Attic  school ;  and  others,  as  is  thought,  show 
strong  traces  of  Myronic  influence.^  In  some  of  them  the  faces 
and  figures  of  the  Centaurs  are  coarse  and  ugly  in  the  extreme, 
while  the  Centaur  in  metope  No.  1 5  (of  the  British  Museum)  has  a 
comparatively  refined  and  noble  face,^  and  a  carefully  trimmed  beard. 
It  has  been  observed  that  in  the  metopes  of  the  oldest  style  the  tail 


*  This  was  restored  by  the  French  sculp-  *  These  are  the  nobler  centaurs  described 
tor  Lange,  after  Carrey's  drawing.  by  Diodorus  (iv.  13)  as  hirh  fi^p  firirpbs  dcohs 

*  Bronsted,  Keisen  u,  Untersuch.in  Gric-  SyraSj  rh  8i  rdxos  (fxotnas  tmrvp,  ^fijn   8e 
dienland^  B.  2.  8t(r»fu£rovs  ^pas,  ifiinipiav  re   ical   <ruy€<ri¥ 

■  Brunn,  Ann,  d.  Arch,  Inst,  vol.  xxx.  ^x*''^"*  hfhpwv. 
p.  381.     Conf.  Anc,  Marbles^  vol.  vii. 
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of  the  horses  hangs  down  stiff  and  motionless,  while  in  others,* and 
notably  in  the  best,  this  chief  index  of  equine  emotion  is  raised  and 


Fig.  95. 
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METOPE  XXIX. 


Fig.  96. 


METOPE  I. 


violently  agitated.     One  of  the  most  remarkable  is  No.  II.  (No.  i, 
Brit.  Mus.),  in  which  the  Lapith  is  forcing  down  the  Centaur  with  his 
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left  knee,  and  with  his  left  hand  endeavouring  to  throttle  the  monster, 
who  has  his  mouth  wide  open  gasping  for  breath.   No.  XXIX.  (No.  14, 

Fig.  97. 


METOPE  XXVII. 


Fig.  98. 


METOPE  XXVIII. 


Brit.  Mus.)  (fig.  95)  represents  an  old  Centaur,  the  only  one  who  has 
the  ears  of  a  beast,  carrying  off  a  richly  draped  woman,  and  apparently 
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greatly  embarrassed  in  his  task  by  her  weight.  The  most  beautiful 
of  the  whole  series  are  No.  I.  (fig.  96)  (still  in  its  place  on  the  temple), 
where  the  Centaur  has  got  the  Lapith's  head  *  in  chancery ' ;  No. 
XXVII.  (12,  Brit.  Mus.)  (fig.  97),  in  which  the  magnificent  form 
of  the  Lapith,  who  is  stopping  the  flight  of  the  Centaur,  is  shown  to 


Fig.  99. 


great  advantage  against  the  background  of 
his  outspread  mantle;  and  No.  XXVIII.  (13, 
Brit  Mus.)  (fig.  98),  to  which  by  common 
consent  the  palm  has  been  awarded,  where  the 
Centaur  is  rearing  triumphantly  over  his  pros- 
trate foe,  with  every  muscle  and  fibre  of  his 
body  instinct  with  life  and  vigour. 

We  have  here  the  most  perfect  blending  of 
the  human  and  equine  form :  *  Quadrupedes- 
que  hominis  cum  pectore  pectora  junctos.' 
The  Centauress  (fig.  99)  is  not  unknown  to 
ancient  art,  but  occurs  very  rarely,  and  generally  in  the  retinue  of 
Dionysus.^  The  invention  is  attributed  to  the  painter  Zeuxis,  and 
Lucian  ^  praises  him  for  the  bold  innovation.  There  were,  however, 
representations  of  the  Centauress  on  vases  before  the  time  of  Zeuxis.' 


FEMALE  CENTAUR,  PLAYING 
THE   DOUBLE  FLUTE. 

(From  a  bronze  bas-relief  in 
the  Museum  of  Naples.) 


*  Vid.  Bas-relief  in  the  Vatican  found  on 
the  coast  of  Campania  (Visconti,  Mus,  P. 
CL  iv.  PI.  21).  Conf.  Ovid,  Met,*Ocyrrhoe,' 
the  daughter  of  the  Centaur  Chiron. 

*  *  Zntxis^ '  3.  iv  8i  tois  AxAou  roA^^ftoiri 
ical  (^Actov  'XmtoK^mvMpov  b  Zcv^is  ^iroii^ircv 


9iB^H^  Ko/ulii  vifwl^,  Winckelmann  {Mon, 
imd,  80)  mentions  a  gem  representing  a 
Centauress  giving  suck  to  a  baby  Centaur, 
and  thinks  that  it  is  a  copy  of  a  picture  of 
Zeuxis. 
■  Botticher,  V<uengem,  iii.  148. 
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CHAPTER   XXIII. 
THE  SCULPTURES    OF   THE   PARTHENON 

(CONTINUED). 

The   Pediments. 

Pausanias,  who  has  given  us  so  minute  a  description  of  the  groups 
which  adorned  the  eastern  and  western  gables  of  the  Temple  of  Zeus 
at  Olympia,  is  almost  silent  concerning  the  nobler  work  in  the  cor- 
responding parts  of  the  Parthenon.  The  scene  in  the  pediment  above 
the  entrance  to  the  Parthenon,  he  tells  us,^  referred  to  the  Birth  of 
Athini^  and  the  group  in  the  western  pediment  to  the  Contest  of 
Poseidon  and  Athhti  for  the  land  of  Attica.  And  this  is  all  the  notice 
taken  in  ancient  literature  of  works  before  which  we  stand  in  re- 
verential awe,  like  the  invading  Gauls  before  the  Roman  Senate ! 

THE  WESTERN   PEDIMENT. 

Of  the  group  in  this  pediment,  in  which  the  Contest  between  Poseidon 
and  Athini  is  represented,  and  which  Carrey  (fig.  icx))  saw  almost 
complete,  we  possess  only  a  few  mutilated  remains.  These  are  the  River 
Cephissus  (fig.  100,^)  in  the  left  corner ;  the  Torso  of  the  male  figure 
(fig.  100,  h)  standing  near  the  chariot  of  Ath^n^  ;  the  Breast  of  Athini, 
with  the  aegis,  and  perhaps  the  mutilated  Head  of  the  same  Goddess ; 
the  Chest,  back  and  sides  of  Poseidott^  (fig.  100,  k)\  the  Torso  of  the 


M.  24.  5.  as  peculiarly  characteristic  of  the  God,  when 

*  It  is  singular  and  fortunate  that  just  that      he  ascribes  to  Agamemnon  : 

portion  of  Poseidon's  mighty  frame  should  *Ap«t2^  ^mih}!*,  o-r^pfof^^iioo-ctd^Mi't. 

have  been  preserved  which  Homer  refers  to  The  girth  of  Mars  with  Ne^tmte's  ampie  chest, 

{liMa,  ii.  479.) 
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female  charioteer  of  Poseidon,  perhaps  Ampkitrite ;  fragments  of  the 
Woman  with  a  child  at  her  side  (fig.  lOO,  w),  all  of  which  are  in  the 


o 

d 


British  Museum.  Also  two  figures,  male  and  female  (fig.  lOO,  b,  c),  next 
to  the  river  god,  in  the  left  corner ;  a  fragment  of  Poseidon  s  breast ; 
some  fragments  of  Horses  \  the  greater  part  of  tJie  Kneeling  figure 
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(fig.  100,  s)  in  the  right  corner,  and  several  uncertain  torsos  and  frag- 
ments \  all  of  which  are  still  on  the  Parthenon,  or  in  the  Museum  at 
Athens  ;  and  lastly,  a  beautiful  female  head,  now  at  Paris,  called  the 
*  Weber  heady  which  probably  belongs  to  this  group,  but  cannot  be 
assigned  with  certainty  to  any  one  of  the  existing  figures.  It  is  evident, 
therefore,  that  we  can  only  obtain  an  idea  of  the  manner  in  which 
the  subject  is  treated  by  referring  to  Carrey's  sketches  (the  originals 
of  which  are  in  the  Biblioth^que  Nationale  in  Paris),  and  to  the  brief 
notice  of  Pausanias,  which  we  have  quoted  above. 

As  the  scene  is  exclusively  Attic,  it  is  fitly  bounded  by  the 
Gods  of  the  national  rivers,  the  Ilissus  and  the  Cephissus.  Accord- 
ing to  the  well-known  myth  the  Goddess  Athdne,  newly  born  from 
the  head  of  Zeus,  disputed  the  possession  of  Attica  with  Poseidon, 
the  other  claimant  of  the  land.*  The  great  council  of  the  Gods 
assembled  on  the  Acropolis  to  decide  the  question  according  to  the 
value  of  the  gift  which  each  competitor  could  offer  to  the  Athenian 
people.  Poseidon  struck  the  rock  with  his  trident  ^  and  caused  a  peren- 
nial salt  spring  to  flow  from  it ;  or,  according  to  other  accounts,  his 
gift  was  the  horse.  Athene  produced  the  useful  olive  ^  from  the  bare 
rock,  and  was  immediately  hailed  as  victor  in  the  contest.  These 
miraculous  gifts  were  preserved  in  the  Erechtheium  and  the  Temple  of 
Ath^n^  Polias  respectively. 

The  moment  chosen  by  the  artist  for  representation  is  the  one 
immediately  after  the  decision.  Poseidon,  who,  according  to  Carrey, 
has  transgressed  his  bounds  and  intruded  on  to  Ath^n^'s  side,  shrinks 
back  in  fear  and  wrath.*  Athfin^,  whose  head  is  turned  away  from 
the  centre,  hastens  with  triumphant  steps  to  her  chariot. 

Although  there  is  a  great  difference  of  opinion  respecting  the 
other  figures,  most  authorities  agree  that  the  two  colossal  statues  in 
the  centre  represent  Poseidon  and  Atheni^  and  those  in  the  right  and  left 


*  Herod,  viii.  55.     Ovid,  Met,  vi.  70 :—  Dyssen).     Soph.  (Ed,  Col,  694,  794 :  - 

Antiquam  de  ternc  nomine  litem.  '^  ^»*5  **^\"  ^liyivra  x«p«p, 

Virgil,  Geor^.  i.  12.     Pausan.  i.  24.  Eurip.:   TlaWdios  kyyhi^  iyaXfia,      .Esch.: 

«  ilischylus  refers  to  the  mark  left  by  the  JW^Kifos  ApfTof.     Conf.  Virgil  and  Lorenzo 

stroke  (Su^/.  214).  de  Medici. 

•  The  pride  felt  by  the  Athenians  for  the  *  Welcker  {A/tt  Dcnkm.  i.  67)  thinks 
olive  is  very  remarkable.  Homer,  Od,  xi.  that  he  retreats  before  Athene's  upraised 
590;    xiii.    372.      Pindar,    Ol.    x.    13    (ed.  lance. 
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corner,  respectively,  the  river  gods,  Cephissus  and  Ilissus,  The  Olym- 
pian judges  of  the  cause  are  not  represented,  as  the  presence  of  Zeus 
would  throw  Ath^n^  into  the  shade.  In  Homeric  fashion  the  com- 
batants bring  their  chariots  into  the  field,  and  the  horses  probably 
served  to  separate  the  august  forms  of  Poseidon  and  Ath^n^  from 
the  subordinate  personages  of  the  group.^  Large  fragments  of  the 
tnink  of  an  olive  tree  ^  discovered  in  situ  show  that  the  precious  gift 
of  Ath^n^  occupied  a  prominent  place,  perhaps  between  the  widely 
separated  legs  of  Poseidon.  The  salt  spring  may  have  been  indicated 
by  water  under  the  horses  of  the  sea  God,  or  only  by  the  Dolphin^ 
which  Carrey's  drawing  shows  beneath  the  chariot  of  Amphitrite. 
Some  writers  ^  assume  that  this  chariot  was  drawn  by  Hippocamps  * 
(monsters  with  horse's  body  and  fishes'  tail — merlwrses\  of  whose  tails 
fragments  have  been  found.*  Portions  of  wings,  too,  have  been 
discovered,  which  Newton  assigns  to  the  same  monsters.  The 
first  in  the  train  of  Poseidon,  and  nearest  to  the  God,  is  a  figure 
(fig.  IOC,  /)  whose  sex  is  scarcely  distinguishable  in  Carrey's  drawing. 
Cockerell  refers  to  it  as  *  a  personage  seemingly  female  ;'  other  writers 
call  it  H^rd,  Thetis,  a  Nereid,  &c.  Then  follows  a  seated  figure 
of  large  dimensions,  in  the  attitude  of  a  charioteer,  whom  all  writers 
for  the  last  fifty  years  have  recognised  as  Amphitrite  Kvav&ins 
(of  the  dark  blue  eyes)  (fig.  lOO,  m)  driving  her  husband's  chariot. 
Then  comes  Leucothea  (fig.  lOO,  ti)  with  her  son  Pakemon-Melicertes^ 
and  next  to  them  Thalassa  (fig.  lOO,/),  with  Aphrodite  (fig.  lOO,  o) 
in  her  lap,  for  the  first  time  represented  nude,  and  Eros,  Next  to 
Thalassa  is  a  seated  female  (fig.  lOO,  r)  whom  Michaelis  calls  a  Nereid 
and  Welcker  Peitho,  both  of  whom  would  suit  the  situation ;  and  then 
come  the  figures  which  most  writers  agree  in  calling ///jjaj  (fig.  ioo,j'), 
the  river  god,  and  his  favourite  fountain  nymph  Callirrhoe  (fig.  I  GO,  /). 
Turning  now  to  the  train  of  Ath^n^,  on  the  left  as  given  by  Carrey, 
we  find  behind  the  goddess,  and  partly  hidden  by  her  horses,  a  tall 


*  Fragments  of  these  horses  which  show  *  Pausan.  ii.  i.  9.    Virgil,  Georg.  iv.  38. 
their  surpassing  beauty  were  discovered  in  •  Michaelis,    Parth,  Taf.  viii.    17.      The 
1835  (C.  T.  Newton,  Transactions  of  Royal  large  fragment  in  Athens,  generally  supposed 
Society ^  v.  6).  to  be  a  portion  of  the  Dolphin  drawn  by 

*  Overbeck,  Plastik^  i.  276.  Carrey,  probably  belongs  to  these  Hippo- 

*  Overbeck  and  Michaelis.  camps. 
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male  figure,  whom  Michaelis,  with  good  reason  I  think,  calls  Hermes^ 
(fig.  100,  K).  As  suitable  charioteer  of  the  victorious  goddess  we  find 
Nike  (fig.  100,^),  and  behind  her  a  group  of  two  females,  Cora  (Pro- 
serpine) (fig.  100,/)  and  Demeter  (Ceres)  (fig.  100,  d\  united  by  the 
boy  lacchus  (fig.  100,  e\  who  is  between  them.  Then  follow  the  loving 
group  Heracles  (fig.  100,  b)  and  Hebe'^  (fig.  100,  c)y  and  the  River  Ce- 
phissus  (fig.  100,  a)  in  the  comer. 

In  considering  this  group  as  a  whole  we  cannot  but  be  struck  by 
the  contrast  between  the  agitation  and  hurry  which  prevail  in  the 
centre,  and  the  almost  unruffled  calmness  of  the  corner  figures.  From 
the  violent  wrath  of  Poseidon  and  the  lively  triumphant  joy  of  Ath^n^ 
we  pass  in  regular  gradation,  through  the  impatience  of  the  rearing 
horses,  and  the  activity  of  the  busy  charioteers,  to  the  dignified  repose 
of  the  seated  women  and  the  languid  listlessness  of  the  river  Gods.  The 
attention  of  all  seems  more  or  less  turned  towards  the  important 
transaction  in  the  centre,  and  the  boy  lacchus  is  apparently  eager  to 
get  as  far  as  possible  from  the  awful  scene  ;  but  on  the  whole  the 
threatening  wave  of  emotion  gradually  subsides  into  a  perfect  calm. 

Want  of  space  prevents  our  giving  that  special  analysis  of  each 
member  in  the  pedimental  group  which  its  value  and  importance  loudly 
call  for.  We  must  therefore  refer  the  reader  to  Michaelis*  *  Der 
Parthenon,*  in  which  he  will  find  a  minute  description  and  criticism  of 
every  figure.  This  great  work  must  always  be  the  quarry  from  which 
all  future  writers  on  the  subject  will  draw  much  of  thejr  material, 
although  they  need  not  always  give  it  the  shape  which  he  recom- 
mends. 

The   Eastern   Pediment. 

(Fig.  103.) 

Of  this  pediment  we  possess  not  only  all  the  figures  which  Carrey 
saw,  but  two  or  three  more  which  have  been  discovered  since  his 
time.     Unfortunately  the  central,  i.e.  in  every  way,  the  most  important. 


»  Cockerell  says  it  is  Erechtheus^  Welcker       Michaelis  says  Asklepios  and  Hygieia,   and 
calls  it  Ares,  and  Botlicher  Cecrops,  Botlicher  {Zophoros  am  Parthenon,  p.   115) 

»  According    to    Welcker    and    Brusian.       Marathon  and  Salamis, 
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group  is  entirely  lost,  and  we  have  no  drawings  in  this  case  to  show 
us  the  original  design  of  the  artist 

The  subject,  as  we  learn  from  Pausanias,  was  tfie  Birth  of  AUUnCy 
but  there  is  nothing  in  the  existing  remains  from  which  we  could 
have  deduced  this  fact.  The  chief  actors,  in  the  centre  of  the  scene, 
are  wanting,  and  the  vacant  space  affords  a  wide  field  to  the  imagina- 
tion of  archaeologists,  which  they  have  not  failed  to  occupy  in  force. 
How  was  the  great  event— the  birth  of  the  tutelary  Goddess  of 
Athens — represented  }  According  to  the  most  generally  received 
version  of  the  myth,  Athene  sprang  forth  in  full  armour  from  the 
head  of  Zeus,  which  Hephaestus  had  split  open  with  his  axe.*  We 
cannot  for  a  moment  suppose  that  Pheidias,  like  some  of  the  most 
ancient  vase  painters,  would  follow  the  very  words  of  the  tradition, 
and  represent  the  great  goddess  as  a  little  doll  emerging  from  her 
father's  head.^  Nor  can  we  agree  with  the  interpretation  of  Ottfried 
Miiller,  who  thinks  that  Zeus,  enthroned,  held  the  new-bom  god- 
dess on  his  knee.^  The  rough  surgical  operation  itself  is  singularly 
unfitted  for  plastic  treatment,  and  the  artist  would  hardly  like  to 
pourtray  the  wise  and  warlike  maid  as  a  little  child,  even  in  the  arms 
of  Zeus.  Every  consideration  would  lead  him  to  choose  the  moment 
after  the  birth,  and  to  show  her  to  the  Gods  in  colossal  and  majestic 
form,  brandishing  her  lance,  and  uttering  her  war-cry.^  It  was  thus 
that  the  poet  Pindar  saw  her  when  he  sang  how 

Heaven  and  Mother  Earth  shuddered  at  the  sight  of  her.* 
We  may  further  assume  as  certain  that  Zeus  himself  was  pre- 
sent, probably  as  central  figure  with  his  new-born  daughter  on  one 


>  Find.  OL  vii.  35  :—  1861,  p.  299,  and  Birch,  Anc,  Pottery^  i.  283. 

oi'iV  'A^aiVrou  •tixvaivi.v  ■  Denkm.  ii.  228. 

XaAitfAaT«j.   ittXUti   nartpis  *A9riyaCa  Kopvii>ay   mt  i   Cockerell,     ytuc.     AfardUs,    vi.      1 3,     21. 

Conf.  Hesiod,  TAeo^.  924.  "  P*"^^*"*  ^^'  ^"-  38-- 

•-'  She  is  thus  represented  on  vases  in  the  Oupavb^  8'  i^bpitn  yiw  it«l  Tata  ^'nrp. 

Brit.   Museum  (Table-case  H,  No.  65,  and  Conf.  Shelley  to  Minerva  :— 

Case  L,  No.  114,  where  she  is  standing  on  Wonder  strange  posscised 

the  head   of  Zeus) ;  and   on   a  mirror  and  The  cvcrlastine  Gods,  that  shape  to  see 

.wo  vases    from   the   Cam^    collec.ion.  Sf^S.\rcSi"f«™rbr„tjove. 

now  in   Pans;  on  a  vase   (Pelice)   found  at  Fearfully  Heaven  was  shaken,  andcfid  move 

Vulci,  where  Zeus  is  seated  with  Hephaestus  S<^"«**^  the  might  of  the  Canilean-eyed 

sUnding  on  one  side  of  him   and  EileUhyia  5rfi^S'?rVs".£;?htthr.^"'wdt:d  high 

on  the  other.     Vid.  Brunn,  Annal.  a,  Inst,  in  purple  billows. 


Digitized  by 


Google 


CARREY'S  DRAWINGS, 


263 


side,  and  Hephaestus   on  the   other,  in   the   capacity  of  Olympian 
accoucheur} 


3 


< 


55 

O 


Cd 

X 


*  Sometimes  the  operation  is  assigned  to 
Prometheus.     Eurip.  Aw,  452  : — 

*k.6ava¥  tJCCTCvw 
II^o|&i)0ct  Ttrai't  Aox<v- 
BtKuavtcar  axporarac 
icopv^af  AiOf . 


Michaelis  follows  Lloyd  {Trans,  of  R,  Soc, 
new  series,  vii.  6,  2)  in  giving  Athene  the 
post  of  honour  in  the  centre,  and  imagines 
her  to  be  rushing  forward  lance  in  hand  like 
the  Minerva  in  the  Vatican  (Visconti,  Pio 
Clem,  ii.  23). 
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A  great  difference  of  opinion  among  commentators  prevails  also 
respecting  the  locality  in  which  the  scene  is  enacted — a  point  of  g^eat 
importance  in  its  connexion  with  the  characters  themselves.  Is  it 
Heaven  or  Earth,  or  both  ?  And  are  the  forms  before  us  those  of  the 
Olympian  Gods  alone,  or  are  some  of  them  local  deities  or  national 
heroes  ?  The  only  two  figures  which  present  no  difficulty  are  those 
of  the  Rising  sun  {Helios)  in  the  left,  and  the  Setting  moon  {^Selinf) 
in  the  right  comer,  by  which  the  scene  is  closed  on  either  side  in 
the  same  way  as  the  Birth  of  Aphrodite  on  the  basis  of  the  statue  of 
Zeus  at  Olympia.*  We  are  inclined  to  the  opinion  that  the  place  is 
tlie  rock  of  Olytnpus,  and  that  Helios  and  Seldnfi  indicate  the  firma- 
ment of  Heaven  in  which  they  move,  and  the  new  and  brighter  day 
which  dawned  upon  the  world  at  the  advent  of  Athfin^.* 

EXTANT   FIGURES   OF   THE   E.   PEDIMENT. 
Beginning  at  the  left  comer  we  find  : — 

I.  Tfte  powerful  arms  and  neck  of  Helios  (fig.  104)  just  emerging 
from  the  sea,  and  before  him 

n.  The  luads  of  his  immortal  steeds y  straining  wildly  at  the  bit 
with  a  fiery  ardour  which  the  outstretched  arms  of  the  God  himself 
can  hardly  curb.  The  head  of  the  off-horse  is  turned  to  the  right  by 
the  sharply  tightened  rein,  and  protrudes  beyond  the  line  of  the  geison. 
We  see  from  the  sketch  of  Carrey  that  the  two  other  horses  of  the 
quadriga  were  represented  in  relief  on  the  tympanum. 

HI.  *  Tlieseus  *  (?)  (fig.  105).  Next  to  the  impetuous  horses  of  the 
Sun  God  lies  in  perfect  repose  the  godlike  form,  generally  known 
under  the  name  of  Theseus.  This  figure  is  the  object  of  wondering 
and  despairing  study  to  countless  artists ;  and  frOm  the  ease  and 
majesty  of  the  attitude,  the  extraordinary  perfection  of  the  anatomical 
structure,  and  the  matchless  skill  with  which  the  texture  and  elasticity 
of  the  skin  and  muscles  are  represented,  justly  ranks  as  the  greatest 
marvel  of  plastic  art. 


*  See  the  same  tnotifon  a  vase  in  the  Brit.  Mus.  (Table-case  F,  No.  174). 
2  Michael.  Parth,  167.  * 
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The  figure  is  entirely  nude,  and  rests  on  a  mantle,  under  which 
the  paws  and  part  of  the  hide  of  a  lion  or  tiger  are  visible.  Cockerell  ^ 
therefore  thinks  that  Heracles  is  here  represented,  enjoying  celestial 
repose  after  the  toils  and  dangers  of  his  beneficent  career.  The  raised 
right  hand,  he  says,  held  a  wine-cup,  like  the  same  hero  in  a  similar 
posture  on  a  coin  of  Croton.  Michaelis  takes  him  for  Dionysus^  and 
places  a  thyrsus  in  his  hand.  We  can  only  say  that  there  are  no 
sufficient  grounds  for  altogether  accepting  or  entirely  repudiating  any 
of  these  interpretations. 

IV.  and  V.  Demeter  (Ceres)?  (fig.  103,  d)  and  Cora  (Proserpine)  } 
(fig.  103,  e\  Next  to  the  youthful  hero  are  the  figures  of  two 
noble  and  majestic  females  seated  on  square  stools  covered  by  a 
folded  carpet  They  are  heavily  and  richly  clothed  in  a  loosely 
flowing  chiton,  fastened  on  the  shoulder,  and  covering  all  but  the 
beautiful  arms  and  neck.  The  lower  limbs  are  wrapped  in  a  broad 
mantle.  Whoever  they  may  be — Demeter  and  Cora,  or,  as  others* 
think,  the  Attic  Horae,  or  Aphrodite  and  Peitho' — they  are  evidently 
united  by  the  closest  ties.  The  one  who  sits  next  to  Theseus  is  as 
yet  in  undisturbed  repose,  and  still  rests  her  arm  familiarly  on  her 
companion's  shoulder.  The  other  has  just  heard  the  announcement 
of  Ath^nd's  birth  from  the  heavenly  messenger,  and  throv/ing  up  her 
arm  in  joyful  surprise  prepares  to  rise  from  her  seat,  at  the  same 
time  turning  her  head  to  communicate  the  glad  tidings  to  her  friend. 

VI.  The  next  figure  is  undoubtedly  that  of  Iris  (fig.  103,/),  repre- 
sented as  a  tall,  slim  girl,  clad  in  the  ^'^tcdv  a'^iaTr)  (slit  tunic),  which 
exposed  the  left  side  of  the  person  below  the  girdle.*  Her  mantle, 
of  which  only  a  fragment  remains,  was  filled  by  the  wind,  and  gave 
her  the  appearance  of  hovering  in  airy  lightness. 

The  wind  outblows 
Her  scarf  into  a  fluttering  pavilion. 

The  folds  of  her  dress  seem  to  indicate  a  descending  motion 
through  the  air,  which  favours  the  theory  that  she  is  on  her  way  from 


*  Anc,  Marbles,  &*c,  vL  title-page.  ■  Leake. 

*  Bronsted.    Conf.  Overbeck,  Ges,  d,  Plastik,  *  Welcker  calls  her  Oreithyia. 
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Olympus  to  the  world  below,  and  not  to  the  Gods  on  the  pediment 
itself,  who  are  eye-witnesses  of  the  great  event. 

The  whole  of  the  centre,  which  contained  all  the  principal  per- 
sonages in  the  scene,  is  irretrievably  lost.  In  Carrey's  drawings 
we  find  a  gap,  representing  about  thirty  feet,  extending  from  the 
figure  of  Iris  to  the  three  seated  women  {AglauroSy  Herse,  and  Pan- 
drosos  ?),  now  in  the  British  Museum,  generally  known  under  the  name 
of  the  Mcerae  or  Fates.  Since  Carrey's  time,  however^  two  important 
torsos  have  been  discovered,  the  position  of  which  may  be  conjectured 
with  some  degree  of  certainty. 

The  first  of  these, 

VII.  is  the  Torso  of  a  male  figure  found  in  1836,  and  still  in 
Athens,  which  is  larger  than  Demeter  and  Cora  (IV.  and  V.),  and  was 
therefore  nearer  to  the  centre.  It  probably  represents  Hephcesttis  (or 
Prometheus).  As  both  arms  and  legs  are  lost,  it  is  impossible  to  say 
what  part  he  played  in  the  Olympian  drama.*  The  position  of  the 
shoulders  and  neck  indicates  that  he  was  bearing  some  great  weight, 
and  Ross  conjectures  that  Hephaestus  is  here  represented  raising  his 
axe  with  both  arms  above  his  head.  This  would  be  inconsistent  with 
the  opinion  given  above  that  the  birth  has  already  taken  place,  and 
the  raised  arms  may  quite  as  well,  be  a  lively  illustration  of  the 
wonder  and  awe  which  seized  upon  the  Gods  at  the  miracle  enacted 
before  their  eyes  :  * — 

(r€fias  5*  €X^  ndvrat  opiovras  ddapaTovs* 

On  the  ground  of  a  passage  in  Euripides  which  refers  to  the 
sculptures  of  the  Parthenon,  Michaelis,  following  Bronsted,  decides 
in  favour  of  Prometheus  as  the  assistant  of  Zeus  on  this  occasion. 
Lloyd  places  him  immediately  beside  the  central  figure  of  Ath^n^. 

The  second  figure,  discovered  since  the  time  of  Carrey,   is  that  of 

VII.  Nike*  (Brit.  Mus.),  generally  considered  as  the  pendant 
to  Iris  in  the  right  wing,  although  the  former  is  executed  on  a  much 


'  Ross,  Arch,  Aufs.  i.  114.  *  Horn,  Hymn^  28.  6. 

2  Mich.     Farth,    175.      Frieder.    Bamt.  ^  Ion,    452.       Conf.     184;     W.    Lloyd, 

p.  143.  Transact,  of  Royal  Soc.  vii.  plate  3. 
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more  robust  scale.  The  right  leg,  which  is  now  attached  to  the  torso, 
was  discovered  by  Mr.  Lloyd  in  i860.  The  Goddess  was  originally 
winged,  as  we  learn  from  the  square  holes  in  her  shoulder-blades,  and 
IS  striding  along  in  a  vigorous  and  somewhat  masculine  manner.  A 
lively  controversy  has  arisen  respecting  the  attitude  and  functions  of 
this  noble  figure.  According  to  the  earlier  view  her  action  is  exactly 
parallel  with  that  of  Iris,  and  she  too  is  hastening  away  from  the 
scene  of  action  to  bear  the  good  news  to  the  outer  world. 

This  view  of  the  matter  arises  chiefly  from  a  too  great  eagerness 
to  show  in  the  pedimental  group  of  the  Parthenon  the  same  rigid 
parallelism  which  we  find  in  the  ^ginetan  marbles ;  whereas,  in  a 
design  of  Pheidias,  we  ought  rather  to  look  for  a  pleasing  variety  in 
the  midst  of  order.  And  that  is  just  what  wc  do  find  in  the  present 
case.  The  two  figures  of  Iris  and  Nike  correspond  with  one  another 
in  their  character  as  attendants  of  the  Gods,  and  in  the  speed  and 
lightness  of  their  movements,  but  they  are  not  monotonous  counter- 
parts of  one  another  in  all  respects.  The  best  aspect  of  Nike  is 
obtained  by  placing  her  with  her  face  towards  the  centre,  and  Vis- 
conti  has  no  doubt  hit  upon  the  true  interpretation  when  he  says  La 
Victoire  a  vii  nattre  la  vierge  guerriere  qui  sera  sa  compagtion  in- 
sparable;  elle  en  tressaille  de  joie.  His  judgment  is  accepted  by 
Welcker,  who  adds,  *  she  stood  in  front  either  raising  her  arms  or 
stretching  them  out  before  her,*  probably  holding  out  a  taenia  with 
which  to  welcome  and  to  crown  the  new-born  Goddess. 

VIII.  IX.  X.  AglauroSy  Herse,  and  Pandrosos  ?  the  three  daughters 
of  Cecrops,^  or  Pandrosos,  Thallo,  Karpo*  (fig.  103,^,//,/). 

This  celebrated  group  of  three  seated  Goddesses  holds  among 
draped  figures  the  same  undisputed  pre-eminence  as  the  *  Theseus ' 
among  the  nude.  The  first  (on  the  left  of  the  group)  is  a  fully  developed 
majestic  form  (fig.  103,^),  arrayed  in  talaric  chiton,  and  a  mantle  wrapt 
round  her  lower  limbs.  She  sits  upright  on  a  separate  rock,  slightly 
turned  towards  the  two  others,  who  share  a  similar  seat  between  them. 


'  Pausan.  i.  2.  5  ;  i.  27.  3  ;  i.  18.  27.  Thallo   {ea\\6s,   a  young  sho  t  or  scion) 

^  MichsLeVis,  Par^/ufum.     Pandrosos,  *  the       and    Karpo    (Kafiw6s,    fruit).— Pausan.    ix. 
all -bedewing,'   and    the   two   Atiic    Horse,       35.  I. 
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Her  attention,  however,  has  just  been  called  away  from  her  sisters  to 
the  centre,  towards  which  she  is  looking.*  In  Carrey's  drawing  she  is 
close  to  the  pair  on  her  left  (fig.  103,//,/"),  but  she  is  evidently  not  so 
intimately  connected  with  them  as  they  are  with  one  another. 

The  next  figure  to  the  right  (fig.  106,^)  is  also  sitting  upright  at 
the  end  of  a  long  couch-like  rock,  which  is  covered  by  a  folded  cloth 
of  some  stiff  substance.  She  too  is  clothed  in  the  short-sleeved  Ionic 
chiton  of  a  fine  material,  and  a  mantle  which  envelopes  her  legs. 
She  has  been  sitting  with  her  whole  body  turned  towards  the  corner 
of  the  pediment,  and  supporting  the  glorious  form  of  her  companion 
(fig.  106,  b)y  who  is  reclining  at  full  length  on  her  bosom  in  affectionate 

Fig.  106. 


h 

DAUGHTERS  OF  CECROPS  ? 


confidence  and  luxurious  ease.  She  too  has  just  made  a  movement  to 
the  right,  and  draws  her  legs  under  her  as  if  preparing  to  rise.  This 
change  of  position  has  slightly  disturbed  the  recumbent  figure,  and 
obliged  her  to  raise  herself  a  little  from  her  companion's  lap,  so  that  her 
chiton  slips  downwards,  and  reveals  the  lovely  shoulder  and  bosom. 
The  artist  has  lavished  on  their  attire  a  superabundant  wealth  of  lovely 
details,  which  invests  their  majestic  forms  with  an  ineffable  grace  and 
charm.  The  hard  marble  is  absolutely  transformed  by  the  skill  of  the 
artist  into  the  soft  and  delicate  material  of  the  chiton,  which  flows 
freely  and  easily  round  the  figure,  adapting  itself  to  every  movement 


'  There  is  some  difference  of  opinion  as      are  good  reasons  for  turning  it  rather  more 
to  the  proper  position  of  this  figure ;  there      towards  the  centre  of  action. 
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of  the  glorious  limbs,  covering,  but  never  altogether  hiding,  the  exqui- 
site proportions  of  the  beautiful  and  queenly  forms.  Here  indeed 
we  may  say  with  Welcker  that  in  the  highest  Greek  art  *  the  dress  is 
the  echo  of  the  form' 

We  should  add  that  the  aristocratic  air  of  these  figures  was 
further  heightened  by  rich  bracelets  and  other  ornaments  of  metal, 
the  presence  of  which  is  surely  indicated  by  the  rivet-holes  in  which 
they  were  fastened. 

XI.  Selini,  A  fragment  of  this  Goddess  driving  the  chariot  of  the 
setting  moon  was  found  to  the  east  of  the  temple  in  1840,  and  its 
right  place  in  the  pediment  marked  out  by  Beul^  and  Lloyd.*  Like 
her  pendant  Helios,  in  the  left  corner,  she  only  projects  with  part  of 
her  body  above  the  surface  of  the  waves,  beneath  which  she  is  slowly 
sinking.  Her  small  slight  figure  is  clad  in  a  simple  chiton  girt  by 
two  crossed  bands  over  the  breast,  after  the  manner  of  charioteers, 
and  she  leans  slightly  forward  in  the  attitude  suitable  to  driving.  On 
her  back  is  a  mutilated  fragment  of  what  was  perhaps  a  chlamys, 
which  fell  like  a  shawl  over  her  arms, 

Xn.  Horses  /lead  {fig.  103,  k)?  Goethe  remarks  of  this  matchless 
head  that  it  is  formed  in  the  spirit  of  the  sublimest  poetry  and  reality 
combined;  and  that  the  artist  has  pourtrayed  'the  original  horse* 
(Urpferd),  which  he  had  either  seen  with  his  own  eyes  or  conceived  in 
his  mind.  The  head  hangs  partly  over  the  edge  of  the  geison,  which 
has  been  cut  away  to  make  room  for  it.  In  Carrey's  time  there  was 
still  a  defaced  remnant  of  a  second  horse  on  the  pediment  Very  fine 
is  the  contrast  between  the  impetuous  rush  with  which  the  horses  of  the 
rising  Sun  burst  wildly  on  to  the  scene,  and  the  gentle  gliding  motion 
of  the  chariot  of  the  Moon  as  it  slowly  and  quietly  sinks  beneath  the 
western  wave. 

We  have  already  had  occasion  to  dwell  on  the  beauty  and 
originality  of  design  which  distinguish  this  noblest  of  pedimental 
groups.  The  laws  of  the  relief  style  in  general  and  those  which 
naturally  arise  from  the  triangular  form  of  the  asros — the  centraliza- 


>  This   figure   is  not  found   in   Carrey*s  *  Ruhl,   Pferdebildung   d.   ant,    Plastik^ 

drawings.  p.  23. 
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tion  of  interest,  the  parallelism  of  the  two  wings,  the  gradual  increase 
in  size  and  moral  importance  of  the  figures  from  the  corners  to  the 
centre — are  all  strictly  observed,  but  the  artist  never  allows  himself 
to  be  enslaved  to  the  law ;  as  administered  by  him  it  is  no  dead 
letter,  but  a  living  principle,  a  source  of  new  and  varied  beauties.  In 
the  ^ginetan  group  *  the  sculptor  is  evidently  oppressed  by  the  con- 
ditions under  which  he  works,  and  the  uniformity  he  observes  is  so 
rigid  as  to  be  almost  wearisome.  But  by  the  genius  of  Pheidias  this 
essential  characteristic  is  relieved  by  such  an  infinite  variety  of  graceful 
detail,  that  he  seems  to  us  to  know  no  law  but  that  of  his  own  fertile 
imagination.  Take  for  example  the  chariots  of  Helios  and  Selene 
in  the  left  and  right  corners  respectively.  The  external  parallelism 
between  them  is  perfect,  and  yet  with  what  different  thoughts  and 
feelings  do  they  fill  our  minds.  And  so  with  the  Iris  and  the  Nike. 
The  one  is  borne  aloft  on  her  light  and  fluttering  drapery,  the  other 
on  her  wings  ;  the  one  is  hurrying  away  from  the  scene  of  action  to 
spread  the  joyful  news,  the  other  is  flying  towards  the  centre  holding 
out  the  inestimable  and  immortal  crown  of  victory  in  her  outstretched 
hand. 

In  the  iEginetan  group  again  the  increase  of  importance  from 
corner  to  centre  which  the  form  of  the  pediment  requires  is  for  the 
most  part  external  and  formal.  We  pass  from  lying  to  kneeling,  and 
then  to  standing  figures.  But  in  the  Parthenon  group  there  is  a  steady 
increase  not  only  in  the  height  of  the  figures,  but  in  the  liveliness  of 
their  movements,  and  in  their  moral  importance ;  and  the  scene  con- 
tinually increases  both  in  volume  and  interest,  like  the  grand  elastic 
crescendo  in  the  march  of  Chopin. 

Scarcely  less  surprising  or  less  admirable  than  the  general  design, 
which  we  can  ascribe  to  no  one  but  Pheidias,  is  the  variety  of  inven- 
tion displayed  in  the  individual  groups  and  figures,  and  the  air  of 
majesty  with  which  they  are  invested.  As  we  gaze  on  these  mar- 
vellous productions  of  a  marvellous  age,  a  sense  of  harmony  and 
nobility  pervades  the  soul.  We  feel  that  we  are  in  the  presence  of 
beings  of  a  grander  mould,  who  are  at  once  simpler  and  nobler  than 

'  Vide  j///r<z,  p.  124. 


Digitized  by 


Google 


PHEIDIAS'   TREATMENT  OF  THE  NUDE,  271 


ourselves,  whose  ways  are  higher  than  our  ways ;  who,  unlike  the 
creations  of  later  and  more  trivial  art,  neither  seek  nor  desire  our 
admiration,  and  who,  though  so  far  removed  from  us,  are  as  real 
existences  in  our  eyes  as  the  characters  of  Homer  and  Sophocles. 
'These  figures,'  says  Friederichs,  *are  not  copied  from  nature,  but 
created  after  nature  {nachgeschaffeji  nicht  nachgealwtt),  and  although 
in  these  mighty  and  majestic  forms  the  smallest  details — even  to  the 
folds  of  the  skin — are  given,  yet  they  appear  to  be  born  easily  and 
without  trouble,  like  a  dialogue  of  Plato.' 

It  has  been  remarked  that,  with  one  or  two  exceptions,  the  back 
of  all  these  figures  is  executed  with  the  same  care  as  the  front.  This 
has  been  sometimes  ascribed  to  a  supposed  custom  of  submitting 
statues  to  the  criticism  of  the  public  before  placing  them  on  the  tem- 
ple. It  seems,  however,  to  proceed  rather  from  an  instinct  of  creative 
genius,  which  is  only  found  in  certain  periods  of  art.  *  It  has  always 
filled  me,'  says  the  sculptor  Rietschl,  *  with  a  feeling  of  tender  admi- 
ration, that  the  figures  of  the  Parthenon  are  as  carefully  finished 
behind  as  before.  The  artist  knew  that  when  these  statues  had  left 
his  hands  and  studio,  no  mortal  eye  could  ever  see  the  charming  work 
which  his  love  and  diligence  and  care  had  created  and  cherished. 
And  now  after  2,000  years  we  are  permitted,  rather  by  a  happy  acci- 
dent than  by  historical  necessity,  to  discover  the  true  love-sacrifices  of 
a  genuine  artistic  soul.  Why  did  the  artist  do  that,  in  doing  which  he 
seemed  to  lose  so  much  time  and  labour  }  He  did  it  from  a  truly 
godlike  creative  impulse  to  call  his  work  into  being  in  full  perfection, 
and  for  its  own  sake^  as  the  flower  springs  up  on  the  lonely  uplands 
to  bloom  in  the  wilderness  unvisited  by  man  or  beast.  It  serves  no 
animal  for  food,  and  yet  it  is  as  perfectly  developed  as  the  most 
sumptuous  flower  in  an  ornamental  garden.'  * 

It  is  singular  that  by  far  the  greater  number  of  figures  on  these 
pediments  are  female,  and  consequently  draped.  It  is  the  more  re- 
markable because  Pheidias  especially  excelled  in  the  nude,  and  the 
treatment  of  drapery  had  not  yet  attained  its  highest  perfection.  The 
loss  of  the  only  nude  figure.  Aphrodite,  which  until  the  middle  of  the 


*  Friederichs,  Bausteine. 
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eighteenth  century  was  still  seen  on  the  western  pediment,  is  the  more 
to  be  deplored  because  we  have  no  other  means  of  learning  the  manner 
in  which  Pheidias  represented  the  female  form.  In  his  treatment  of 
the  nude  in  the  male  figure  he  displays,  as  we  have  seen,  the  most 
consummate  knowledge  of  the  skeleton  of  the  human  frame,  and  the 
most  exquisite  skill  in  representing  the  innumerable  surfaces  of  the 
body,  as  they  imperceptibly  flow  and  melt  into  each  other,  the  texture 
of  the  skin,  and  the  position  and  play  of  the  veins  and  muscles.  As 
we  look  on  his  wonderful  works,  we  are  fully  persuaded  that  we  have 
a  living  organism  before  us,  that  beneath  that  smooth  elastic  sur- 
face, all  is  there — bones,  muscles,  veins,  and  nerves. 


Digitized  by 


Google 


THE  FRIEZE   OF  THE   CELLA.  273 


CHAPTER    XXIV. 

THE  SCULPTURES  OF  THE  PARTHENON 

(CONTINUED), 

The   Frieze  of  the  Cella. 

Behind  the  Triglyphon,  or  Doric  frieze,  with  its  metopes  and  triglyphs, 
which  ran  round  the  whole  building  above  the  external  columns,  we 
find  another  frieze  on  the  Temple  itself,  under  the  portico.  The  inner 
Epistyle,  or  Architrave,  above  the  walls  of  the  Cella,  is  bordered  at  its 
upper  extremity  by  a  slightly  projecting  tceniay  or  fillet,  under  which 
are  narrow  regulce,  with  the  Doric  guttce^  as  if  a  triglyphon  were 
coming  above  ;  instead  of  which  we  find  the  continuous  Ionic  frieze, 
sometimes  called  Zcotpopos  (*  bearing  the  figures  of  living  creatures  *). 
This  frieze  is  at  nearly  the  same  height  (39-40  ft)  from  the  floor  of 
the  portico  as  the  triglyphon  itself,  and  is  about  3  ft.  3  in.  in  breadth, 
and  522-3  ft  long.  It  is  evident  from  its  position  that  no  direct 
light  could  fall  upon  it,  but  only  the  reflected  light  from  the  pave- 
ment The  high  relief  of  the  metopes,  therefore,  would  have  been 
out  of  place,  as  the  light  streaming  from  below  would  have  thrown 
the  upper  part  of  the  figures  into  shade.*  The  reliefs  of  this  frieze 
consequently  are  remarkably  low,  not  more  than  i  J-2  in.  above  the 
surface,  except  in  the  case  of  the  heads,  which  are  a  little  higher. 
Even  this  slight  depth  was  sometimes  divided  into  several  surfaces,  to 
give  clearness  to  the  outlines,  and  the  edges  are  very  sharp,  and  almost 
perpendicular  to  the  background.  Sometimes,  too,  in  furtherance  of 
the  same  object,  the  surfaces  are  placed  obliquely,  and  a  deep  channel 


»  Cockerell,  ^fu.  Mar,  vi.  31.     Ellis,  Elgin  Mar,  i.  161. 
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is  cut  round  the  outlines  ;  and  a  part  of  the  body — as  the  nose — is 
sometimes  hollowed  out  underneath.  In  a  few  cases,  on  the  N.  and  S. 
frieze,  certain  objects^-cow's  horns  and  carriage  wheels — altogether 
project  from  the  surface.* 

The  Ionic  frieze  is  well  suited  to  the  representation  of  a  long  train 
of  moving  figures  ;  and  it  was  natural  that  the  artist  employed  to 
decorate  the  frieze  of  the  Parthenon  should  choose  as  his  subject  the 
most  magnificent  and  beautiful  of  the  many  splendid  pomps  of  which 
Athens  boasted — tJu  great  Panatltenaic  Procession,  On  the  occasion 
of  this  festival,  all  who  were  distinguished  by  rank  or  oflfice,  by  re- 
markable genius  or  personal  beauty,  by  success  in  war,  or  in  dramatic, 
musical,  or  gymnastic  contests,  were  proud  to  display  their  loyalty 
to  her  who  was  the  queen  and  ruler,  as  well  as  the  tutelary  deity 
of  their  city.  It  seems  probable  that  a  Panathenaic  festival  was 
held  every  year,  on  the  third  day  before  the  end  of  the  month 
Hecatombaion  (towards  the  middle  of  August)  ;  but  that  the  *  great 
Panathenaics '  {rk  fis'yaXa  Hai/.),  to  which  Pisistratus  gave  their 
full  splendour,  were  celebrated  in  the  third  year  of  every  Olympiad.' 
It  was  on  the  28th  of  Hecatombaion,  the  great  day  of  this  more 
splendid  celebration,^  that  the  new  crocus-coloured  Peplos  was  solemnly 
carried  to  the  Temple  of  Athdn^  Polias,  and  presented  to  the  goddess 
Athene.  This  magnificent  robe,  on  which  the  Battle  of  the  Gods  and 
Giants  was  embroidered  by  Athenian  women  and  maidens,  was  fixed 
to  t/ie  mast  of  a  ship  with  wheels,  the  absence  of  which  in  the  Par- 
thenon frieze  has  given  rise  to  the  many  doubts  and  controversies 
briefly  noticed  below.* 

The  procession  was  arranged  at  daybreak  in  the  Outer  Ceramicus 
(Potters'  quarter)  ;  passed  through  the  Thriasian  Gates  (AtVuXoi/)  to 
the  Dromos ;  along  the  main  street  of  the  Inner  Ceramicus  to  the 
market  place  ;  then  eastwards  to  the  Eleusinium  (temple  of  Demeter 


»  Michaelis,  Parth,  204.  period  of  the  Diadochi,   is  decorated  with 

«  Clinton,  Fast,  Hell,  ii.  325  and  332.  reliefs  taken   from  some  ancient  building, 

•  Proclus,  ad  Plat,  Tim,  p.  9.  Thucyd.  and  contains  symbols  of  the  months  of 
^''  56.  the   Attic  year ;   Hecatombaion  being  repre- 

*  The  only  existing  copy  of  this  ship  may  senied  by  the  ship  on  wheels,  which  bore 
be  seen  in  the  frieze  of  the  small  metropolitan  the  peplos,  as  the  principal  feature  in  the 
church  in  Athens,  called  the  Panagia  Gorf^o-  Panathenaic  pompa.  Vid.  Botticher,  Philo- 
pico.    This  frieze,  which  is  probably  from  the  logus,  b.  xxii.  3. 
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at  Eleusis),  NE.  of  the  Acropolis^  round  the  northern  slope  along  the 
Pelasgicon  (Pelasgic  wall),  and  then  through  the  Propylaea  to  the 
Temple  of  Athend  Polias.* 

The  task  of  preserving  order  on  this  occasion  was  committed  to 
heralds  of  the  family  of  the  Enneidae,  and  among  the  honorary  mem- 
bers of  the  procession  were  the  Seers  (/idvrscs),  the  Nine  Archons, 
the  Ten  Treasurers  of  Ath^n^,  the  Ten  Hieropoei  (UpoTroioly  Overseers 
of  the  sacred  rites),  the  Ten  Strategi  (Generals),  the  Ten  Taxiarchi  (bri- 
gadiers and  generals  of  divisions),  the  Athenian  Ylo/jLTrsh  (marshals  ?), 
the  Theori  (envoys)  of  the  Attic  colonies,  with  their  victims,  the 
Canephori  (basket-bearers,  noble  Athenian  maidens),  perhaps  the 
Arrephori,*  the  Metoikoi  (resident  aliens)  dressed  in  red  instead  of 
white,  and  bearing  sacred  utensils,  Athenian  citizens,  and  a  chosen 
company  of  Aged  men  bearing  olive  branches  (0aXXo<^/oo*),*  Then 
followed  the  four-horse  chariots,  a  troop  of  cavalry  with  two  Hjpparchs 
(generals  of  cavalry)  at  their  head,  the  ten  Phylarchs,  followed  by 
young  civilians  on  horseback,  distinguished  for  their  skill  in  riding, 
and  a  regiment  of  Hoplites,  with  their  commanders.* 

The  question  may  be  asked,  how  far  does  the  Parthenon  Frieze 
agree  with  this  description  ?  Is  it  a  representation  of  the  Panathenaic 
festival  at  all  ?  The  earlier  travellers,  Curiaco,  Spon,  Wheler,  &c., 
contented  themselves  with  giving  the  reliefs  the  general  name  of 
triumphal  processions  ;  and  Chandler  thought  that  they  represented  a 
sacrifice  offered  by  the  Athenian  cavalry.*  Stuart  was  the  first  to  see 
in  them  the  Panathenaic  festival,  and  his  opinion  has  been  the  prevail- 
ing, though  not  the  only  one,  ever  since.®    Our  limits  forbid  us  to  enter 


'  Michael.  Part  A,  213.  invite  the  Gods  to  {Parthenon,  206).      Bot- 

'  Four  girls  of  noble    family,   between  ticher  rejects  the  idea  of  the  Panathenaea 

seven  and  eleven,  selected   by  the  Archon  altogether,  on  the  ground  that  certain  of  the 

Basileus,  to  superintend  the  weaving  of  the  characteristics  of  that  festival  are  wanting, 

peplos^  and  to  carry  the  sacred  vessels.  e.g.  the  garlands  and  fillets  on  the  victims, 

■  Aristoph.  Vesp,  524.  the  Canephori,   the    Skiadephori   (parasol- 

*  Michael.  Parth,  214.  bearers),    the    Diphrophori    (seat-bearers), 

•  Travels^  ii.  10.  Thallophori,  Hoplites,  the  Ship  on  wheels 
'  Botticher  (in  his  learned  and  interesting  with  the  peplos,  &c.     He  also  denies  that 

work,    Zophoros    am    Parthenon)  and   E.  the  Gods  are  represented  in  the  Eastern  frieze. 

Curtius  {Gruch,  Gesch,  ii.  267)  look  on  the  Friederichs  {Bausteine,  167)  seems  to  think 

scene  as  a  mere  vpo^wv,  or  preparatory  re-  that  the  artist  intended  to  represent  a  sort  of 

view  of  Attic  processions  in  general,  which,  triumphal  procession  in  honour  of  a  victor  in 

Michaelis   thinks,   was   hanUy  a   sight    to  the  chariot  race.     Aug.  Mommsen  {HeortO' 
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at  large  on  this  interesting  controversy.  The  weight  of  authority  and, 
we  think,  of  testimony,  especially  since  the  publication  of  Michaelis' 
exhaustive  and  admirable  work  (which  has  been  well  called  the 
*  critical  text '  of  the  Parthenon  sculptures),  favours  the  opinion  that 
the  subject  of  the  frieze  is  the  PanatJienaic  procession.  We  readily 
admit  that  it  does  not  agree  in  all  respects  with  the  description  which 
we  have  given  above,  and  we  believe  that  the  peplos  itself  is  wanting. 
But  how  should  we  expect  an  Attic  artist,  and  such  an  artist,  to  treat 
a  subject  taken  from  actual  life,  and  familiar  to  every  citizen  of  Athens  ? 
We  should  not  expect  him  to  give  an  exact  and  realistic  copy  of  the 
actual  procession  of  any  particular  year,  including  every  component 
part,  whether  suitable  or  unsuitable  for  plastic  representation  ;  but 
rather  to  represent  it  generally,  and,  as  it  were,  ideally ;  giving  enough 
to  suggest  the  actual  scene,  but  avoiding  a  literalism  which  could  only 
weary  the  eye. 

Having  convinced  ourselves  of  an  essential  unity  of  design  in 
this  frieze,  we  naturally  look  for  the  central  point  of  interest,  and  we 
find  it,  as  we  should  expect,  at  the  E.  end,  and  above  the  principal 
entrance  of  the  temple.  The  starting-point  of  the  two  divisions  of 
the  procession,  which  march  in  opposite  directions,  is  in  the  S.W. 
corner  of  the  temple,  and  the  heads  of  the  two  columns  approach  one 
another,  but  do  not  actually  meet,  in  the  eastern  facade.  Here  they 
are  separated  from  one  another  by  a  row  of  enthroned  figures,  repre- 
senting the  twelve  gods,  which  again  is  interrupted  by  five  smaller 
figures,  standing,  and  apparently  unaffected  by  what  is  going  on 
about  them. 

The  starting-point,  as  we  have  said,  of  the  double  procession  is  at 
the  S.W.  comer,  so  that  one  division  marches  along  the  whole  of  the 
W.  and  N.  and  part  of  the  E.,  while  the  other  moves  along  the  S.  and 
part  of  the  E.  sides.  The  first  figure  at  the  S.  end  of  the  W.  frieze  is  a 
marshal  {irofiirevs)  7  (fig.  107,  d)y  who  is  about  to  wrap  himself  in  his 
himation.  Before  him  are  seven  or  eight  youths  (fig.  107,^),  employed 
in  preparing  themselves  and  their  horses  to  join  in  the  cavalry  pro- 


^<^gift  PP«  1^6,  117)  divides  the  frieze  into      S.E.,  of  the  Plynteria  in  N.  and  N.E.,  and 
four  distinct  scenes.     Petersen  sees  in  it  the      a   Review  of  Cavalry   in  W. 
celebration   of  the   Arrephorise  in   S.   and 
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cession,  one  of  whom  wears  the  broad-brimmed  travelling  hat  {triraaos) 
(fig.  107,  r*).  These  are  preceded  by  horsemen  already  mounted 
on   their  eager   and   prancing   steeds  (fig.   107,  r),  and  these  again 
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by  others,  engaged  in  preparation,  or  just  mounted  and  ready  to 
advance  (fig.  108).  On  turning  the  corner  to  the  N.  side  we  find 
a  young  slave  busied  in  settling  the  dress  of  his  master  (figY  109), 
who  is  standing  in  an  easy  attitude  beside  his  horse.  Before  him  is  a 
long  array  of  riders^  whose  movements  are  at  first  quiet,  but  as  the 
throng  thickens  the  horses  grow  more  and  more  excited  and  restive. 
They  are  evidently  chafing  at  the  slow  pace  to  which  they  are  con- 
strained, and  manifesting  their  impatience  by  every  variety  of  vigor- 
ous action.     We  then  come  to  a  line  of  four-horse  chariots,  with  their 

Fig.   1 10,  a. 


PROCESSION   OF   CHARI01*S. 


drivers  (fig.  1 10,  ^  and  U)  in  their  typical  dress — a  long  flowing  robe 
with  or  without  sleeves,  and  cross  bands  over  the  chest.  The  beauty  of 
this  splendid  array  is  heightened  by  the  noble  forms  oi youthful  war- 
riors (airofiaTai^)  (fig.  1 10,  ^ and  H),  with  their  shields,  rich  coats  of 
mail,  and  high  plumed  helmets.  The  first  team  (fig.  110,  a)  is  stand- 
ing quietly  enough,  being  held  by  a  groom  ;  but  the  excitement  of  the 
fiery  animals  goes  on  increasing  until  it  reaches  a  climax  of  wild 
impetuosity  in  the  foremost  chariot  of  the  line  (fig.  no,  ^).     Here 


•  i,irofidrrit,  desultor,  dismounter ;  one  who  Warrior  ( Apobates)  with  his  driver  from 
leaped  from  the  ground  on  to  the  chariot  Oropos,  in  the  possession  of  M.  de  Sabourof)*, 
and  back  again.     Conf.  a  votive  relief  of  a       Russian  Ambassador  at  Berlin. 
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and  there  we  see  a  marshal^  engaged  in  keeping  order,  and  sometimes 
hardly  escaping  from  being  himself  overborne  by  the  throng  (fig. 
1 10,  ^*).  Before  the  chariots  is  a  company  of  men  on  foot,  marching 
slowly,  and  apparently  conversing.  These  are  preceded  by  musicians 
(fig.  Ill) — players  on  harp  and  pipe — and  these  again  by  three 
or  four  youths  bearing  three-handled  jars,  such  as  we  find  painted 
on  the  fictile  vases  with  black  ground  and  red  figures.  Then  come 
three  youths  with  dishes  (?).  Before  these  are  the  larger  offer- 
ings ;  first  sheep  (fig.  1 1 2),  and  then  bulls  and  cows  (fig.  1 1 3),  which 

Fig.  112. 


SHEEP   FOR   SACRIFICE. 


reach  to  the  N.E.  corner,  where  the  train  of  noble  maidens  (fig.  114), 
walking  two  and  two,  begins  on  the  E.  front.  Their  uniform  appear- 
ance, and  modest,  yet  noble  and  self-possessed,  demeanour  form  a 
beautiful  contrast  to  the  free  and  manly  bearing  and  the  joyous 
impetuosity  of  the  youths  on  horseback.  With  these  the  moving 
portion  of  the  procession  is  ended.  The  remaining  space  between 
them  and  the  seated  Deities  is  occupied  by  two  men  in  tlie  dress  0/ 
marshals,  exercising  their  functions,  and  four  others,  young  and  old^ 
who  are  leaning  on  their  staves  and  turning  towards  the  procession 
which  is  approaching  from  the  N.  side  (fig.  1 14). 
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We  now  return  to  the  S.W.  comer,  and  consider  the  other  part  of 
the  procession,  which  moves  along  the  S.  side  towards  the  same 
central  point  of  meeting  on  the  E.  facade.  Here,  too,  we  find  a 
marshal,  who  is  preceded  by  horsemen  similar  to  those  in  the  N. 
frieze,  but  not  producing  so  strong  an  impression  of  thronging, 
bustling,  yet  restrained  and  disciplined,  life  and  force.  The  cavalry 
is  preceded  by  a  train  of  chariots,  as  on  the  opposite  side,  the  first 
and  last  of  which  are  standing  still,  while  the  drivers  receive  their 
instructions  from  the  marshals.  In  front  of  these  are  men  on  foot, 
then  cows,  most  of  which  walk  along  quietly  enough,  but  some  make 
desperate  attempts  to  escape  their  fate.* 


'  See  the  plates  in  Michaelis*  Der  Parthenon  ;  but,  above  all,  the  frieze  itself  in  the 
British  Museum. 
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CHAPTER    XXV. 
THE  SCULPTURES  OF  THE  PARTHENON 

(CONTINUED), 

The   Eastern   Frieze. 

Our  limits  will  not  allow  us  to  notice  in  detail  the  composition 
of  the  procession  on  the  N.,  S.,  and  W.  facades.  But  it  will  be 
necessary  to  examine  the  eastern  frieze,  of  which  the  interpretation 
presents  at  the  same  time  the  greatest  interest,  and  by  far  the  great- 
est difficulty.  On  turning  the  S.E.  comer  to  the  E.  side  of  the 
frieze,  we  come,  as  usual,  upon  a  marshal^  who  looks  towards  the  S. 
division  of  the  procession,  and,  as  it  were,  beckons  it  to  follow  him. 
Before  him  march  in  uniform  order  and  with  quiet  step  a  train  of 
female  Metoikoi  (resident  aliens)?  (fig.  ii8) — some  of  whom  wear 
a  mantle  over  the  chiton,  and  others  a  shorter  garment,  cover- 
ing the  back  as  low  as  the  knees,  like  the  Caryatids  {jcopai)  of 
the  Temple  of  Athene  Polias.*  Some  of  them  carry  in  their 
hands  bowls  or  rather  paterce  (if>id\ac  dpyvplSi^^  ;^wr/S6y),  which 
had  a  hole  in  the  middle  for  the  insertion  of  the  finger  (^mXi; 
fisfTo^^'kos),  Others  carry  cans  or  ewers  {olvoxoai)  of  precious 
metal.  The  curious  object  which  figs,  a  and  6,  ii8,  are  bearing 
between  them  has  been  variously  interpreted  as  candelabra,"  parasol  * 
(a-KidSsia),  fan,*  and  torch.*  Whatever  it  may  be,  the  fact  that  it  is 
borne  by  two  persons  in  common  seems  to  imply  that  it  was  heavy, 


>  Visconti  setVs  to  distinguish  maidens  •  O.  K.  Miiller  apud  Michaelis,  Der  Par- 

from  matrons  by  the  mantle,  but  nos.  50  and  ihcnon^  p.  253 

51,  with  mantles,  are  certainly  maidens.  *  A.  Mommsen. 

*  Visconti.  *  Friedeiichs. 
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and  it  is  not  improbable  that  it  represents  a  censer  (Ovfjuari^piov)  or  a 
candlestick  (\vxv09).  The  foremost  pairs  (fig.  115,  ^  and  d)  on  this 
side  as  well  as  on  the  other  (fig.  1 14)  bear  nothing  in  their  hands,  and 
their  position  at  the  head  of  the  column,  and  their  exemption  from 
burdens,  seem  to  mark  them  out  as  distinguished  female  citizens  of 
Athens.  Before  the  line  of  women  is  a  marshal  or  a  seer  (fig.  1 16,/), 
who  seems  to  be  introducing  them  to  the  group  of  five  men,  who  are, 
with  much  probability,  supposed  to  be  Archons}  These  consist  of 
both  old  and  young  men,  who  are  clothed  in  the  himation,  and  wear 
sandals.  With  the  marshal,  or  seer,  they  form  three  couples,  who  are 
conversing  together,  leaning  on  their  staves.  The  fact  that  they  turn 
their  back  on  the  Gods  who  sit  close  to  them  in  the  frieze  shows  that 
the  latter  are  invisible. 

Passing  over  the  whole  central  group  of  divinities,  &c.,  which  is 
only  ideally  present,  we  should  carry  our  eyes  straight  to  the  remain- 
ing four  Archons  (fig.  116,  ^j,  by  r,  rf),  before  whom  are  three  office- 
bearers. The  first  of  these  (fig.  115,^)  faces  the  Archons  with  uplifted 
hand,  and  the  two  others  turn  towards  the  approaching  file  of  women, 
from  the  foremost  of  whom  1 15 /receives  a  vessel. 

The  Central  Group  of   Deities 

(Fig.  117) 

was  above  the  main  entrance  of  the  temple  in  the  eastern  facade, 
and  is  the  most  important  part  of  the  whole  frieze.  Although 
the  attributes  which  they  once  bore  are  too  much  defaced  to  afford 
us  much  assistance,  we  are,  on  the  whole,  able  to  recognise  the 
twelve  enthroned  persons  with  two  attendants^  in  the  centre  of 
the  frieze,  as  Divinities  ;  and  in  most  cases,  though  not  in  all,  we 
are  able  to  name  them  with  tolerable  certainty.*  The  seated  figures, 
which  are  on  a  larger  scale  than  the  rest,  are  divided,  as  we  have ' 
seen,   into    two  rows    by   the   intervention    of  five  smaller  human 


>  Michaelis, /'flrM.  253.    For  these  figures  «  Botticher  (^/.    riV.)   strenuously   denies 

which  are  not  given  I  must  refer  the  reader      their  divinity,  and  regards  them  as  magistrate 
to  the  frieze  itself.  or  eupatrids^  with  their  wives  and  children. 
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figures,  who  appear  perfectly  unconscious  of  the  august  presence 
on  either  side  of  them  ;  as,  indeed,  do  the  groups  of  men  (43-46,^ 
and  20-23),  of  whom  those  nearest  to  the  Gods  (23  and  43)  are 
actually  turning  their  backs  on  the  Olympian  assembly.  This  and 
other  considerations  have  given  rise  to  the  conjecture'^  that  the 
twelve  Gods  and  their  attendants  (24-30  and  36-42)  should  be 
considered  as  placed  in  a  semicircular  row  behind  the  five  central 
figures,  and  as  invisible.  The  heads  of  the  procession  from  S.  and  N. 
(23  and  43)  would  then  be  in  immediate  contact  with  the  enigmatical 
group  (31-35),  who  are  evidently  preparing  for  some  religious  function, 
and  may  be  regarded  as  being  in  the  interior  of  the  temple,  and  also 
invisible. 

The  Gods  of  each  division  are  turned  towards  the  leading  figures 
of  the  procession  advancing  from  N.  and  S.,  but  they  are  evidently 
invisible  to  their  worshipi>ers.  What  does  their  presence  in  this  place 
signify  ?  They  must  be  there,  on  the  invitation  of  Athene,  to  witness 
the  honours  prepared  for  her  by  her  beloved  and  faithful  people,  and 
to  share  in  the  sacrifice  which  they  bring.  Beginning  on  the  left 
hand  of  the  left  division  with  no.  24  (fig.  117,  d)y  we  see  a  youthful 
figure,  nude  to  the  waist,  wearing  a  small  chlamys  round  his  loins,  and 
holding  a  petasos  on  his  lap.  In  his  hand  is  a  hole,  in  which  his 
K7)pvKeiov  (caduceus)  was  probably  fixed.  These  attributes,  and  the 
mingled  ease  and  elasticity  of  his  attitude  and  form,  identify  him  as 
the  unwearied  messenger  of  the  Gods,  Hennes.  Next  to  him  sits 
another  youthful  god,  clothed  in  the  same  way.  He  is  sitting  in 
an  opposite  direction  to  Hermes,  but  has  just  turned  his  head  round 
to  view  the  procession,  so  as  to  present  his  full  front  to  the  spec- 
tator ;  his  right  elbow  rests  familiarly  on  his  companion's  shoulder. 
Taking  this  figure  in  connexion  with  the  following,  I  incline  to  the 
opinion  of  Dr.  Flasch,^  that  it  can  represent  no  other  than  Apollo  ^ 


'  These   numbers   refer  to  the   work   of  is  folded,  and  the  efieminacy  implied  by  his 

Michaelis.  sitting  on  a  cushion.     This  supposed  effemi- 

'  Mr.  A.  S.  Murray,  Architect^  Nov.  1878.  nacy,  however,  does  not  prevent  Brunn  from 

»  Znm  Pa rikmon- Fries y  Wiirzburg,  1877.  calling    him    Ares    {Biider  d.    Parthenon). 

<  Leake    (who    gives    him    a    beard !),  Nos.  24  and  25  have  also  been  named  the 

Michaelis,  and  Petersen  call  him  Dionysos,  J3ioscuri  by  O.  Miiller.  Welcker,  &c. 
from  the  supposed  care  with  which  his  dress 
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(fig.  ii7yb)  sitting  opposite  to  his  twin  sister  Artemis.  One  strong 
ground  for  this  opinion  is  the  fact  that  the  feet  of  the  Goddess  are 
between  the  knees  of  the  God,  a  position  which,  combined  with  the 
averted  head  of  the  latter,  is  hardly  suited  to  a  married  couple,  or 
a  pair  of  lovers,  and  least  of  all  to  the  austere  character  of  the 
afflicted  Demeter.  The  attitude  is  in  any  case  a  singular  one,  but 
its  mingled  familiarity  and  carelessness  are  least  inconsistent  with  the 
relation  between  brother  and  sister. 

Artemis  (fig.  117,  r),  to  whom  Stuart  assigns  a  long  beard,  is 
generally  called  Demeter,  as  the  most  suitable  companion  of  *  Dionysus/ 
whom  we  prefer  to  name  Apollo.  The  torch  which  she  bears  is  an 
attribute. of  Artemis  as  well  as  Demeter.  She  is  clad  in  a  sleeveless 
chiton  and  a  short  mantle,  which  hangs  down  her  back  ;  and  there  are 
indications  of  long  back  hair,  which  is  also  in  favour  of  her  being  a 
maiden  goddess.* 

Ares  (fig.  1 17,  ^^),  often  called  Dionysos, draped  like  the  preceding 
male  deities,  is  remarkable  for  his  very  nonchalant  and  extremely  un- 
Olympian  attitude.  With  his  left  leg  thrown  over  his  staff,  he  clasps 
his  right  knee  tightly  with  both  hands,  and  brings  his  foot  into  contact 
with  the  seat.  Who  is  this  unmannerly  God,  who  shows  so  little  re- 
spect for  the  place  and  the  presence  in  which  he  sits  ?  Visconti  was 
the  first  to  give  him  the  name  of  Triptolemos,  on  the  ground  of  his 
connexion  with  the  supposed  *  Demeter ; '  and  this  designation  has 
been  adopted  by  the  majority  of  writers.  Leake,  A.  Mommsen, 
and  Flasch,  more  correctly,  as  I  believe,  think  that  the  impetuous 
(Jdovpoi)^  Ares  is  here  represented,  endeavouring,  as  it  were,  to 
put  a  curb  on  his  own  fiery  impatience.  It  is  hardly  conceivable 
that  Pheidias  would  represent  Dionysos  throwing  his  leg  in  so  careless 
a  manner  over  his  thyrsos ;  for,  God  of  wine  and  revelry  as  he  was,  he 
never  lost  a  certain  dignity  of  demeanour,  and  even  in  his  cups 
was  *  always  the  gentleman.'  Still  less  could  Apollo  put  his  sacred 
laurel  to  so  trivial  a  use  ;  and  if  we  confine  ourselves  to  the  Twelve 
Gods,  we  are  brought,  by  the  method  of  exhaustion,  to  Ares. 

The  four  divinities  above  described  form  a  more  closely  associated 


*  Flasch  (p.  54)  follows  here  the  opinions  of  H.  A.  Miiller,  Panathenakay  p.  123. 
»  Iliady  V.  355.  Flasch,  zum  Parth.  p.  12. 
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group.  Passing  over  the  next  figure  to  the  right,  which  represents  a 
subordinate  personage  (fig.  117,  e)  standing  \n  the  back-ground,  we 
come  to 

Hdri  (fig,  117,/),  dressed  in  the  sleeveless  chiton,  which  displays 
the  beautiful  arms  for  which  she  is  celebrated  (\evK(i>\svo9),  Turning 
to  Zeus,  her  almighty  lord,  by  whose  side  she  sits,  she  lifts  the  veil 
from  her  immortal  charms  by  a  graceful  sweep  of  the  left  arm. 

Iris  (fig.  1 1 7,  ^)  is  a  maiden-goddess,  standing  in  reverential  atten- 
dance on  Here,  with  one  arm  raised  on  high,  and  the  other  crossed 
over  her  bosom.  At  first  sight  of  her  the  name  of  Hdbe  rises  to  our 
lips  ;  but  if,  as  is  generally  assumed,  she  is  winged,*  we  must  call 
her  either  Iris  or  Nike,  of  which  names,  with  Stuart,*  we  prefer  the 
former. 

Zeus  (fig.  1 1 7,  g).  Even  without  the  presence  of  his  consort  there 
would  be  no  difficulty  in  recognising  the  great  king  of  Gods  and  men 
in  this  figure.  He  is  distinguished  above  all  his  assessors,  not  only  by 
the  easy  majesty  and  dignified  repose  of  his  bearing,  but  also  exter- 
nally by  the  throne  on  which  he  sits,  which  alone  has  arms,  and  cross 
pieces  between  the  legs.  The  two  most  illustrious  denizens  of 
Olympus,  with  their  attendants,  also  form  a  separate  group,  with 
which  the  left  half  of  the  divine  consessus  ends. 

Passing  over  the  five  central  figures,'  which  we  may  regard  as  out 
of  sight,  we  come  to  Athhii'  (fig.  117,  h\  in  whom  the  majority  of 
commentators  see  a  priestess  of  Ath^n^,  but  whom  we  believe  to  be 
the  Virgin  Goddess  herself.*  This  figure  is  more  in  profile  than  the 
rest,  and  slighter  in  form,  and  has  about  it  a  certain  air  of  virginity, 
which  we  feel  but  cannot  analyse  or  describe.  She  wears  the  sleeve- 
less chiton.  Her  left  arm  lies  close  to  her  side,  and  the  hand  rests  on 
her  lap,  in  which  there  are  indications  of  small  serpents,  forming 
perhaps  the  border  of  her  aegis.  The  right  arm,  which  held  a  metal 
lance,  rests  on  her  seat. 

HephcBstiis  (fig.  1 17,  /)•  Next  to  Athene  sits  a  bearded  god,  with 
his  loins  and  legs  wrapped  in  the  himation.     His  left  arm  rests  on  his 


*  Lloyd,  Botticher,  and   Overbeck   deny      *  Anliq,  of  Athens^  ii.  cap.  I. 
this.  ■  Vid.  p.  296.  *  Flasch,  zum  Parthenon. 
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lap,  and  he  supports  himself  by  a  staff  ((r/ajTrrpov  ira-xy)  ^  under  his 
right  shoulder.  The  upper  part  of  his  person,  which  is  nude,  is  dis- 
proportionately massive  and  heavy,  like  that  of  a  smith,  and  we  have 
no  difficulty  in  recognising  Hephaestus.  In  his  character  of  artificer 
he  has  a  claim  to  sit  near  Athene,  whose  counsel  and  assistance  he 
needed  in  the  fabrication  of  his  wonderful  works  of  art.  Here  a 
slight  break  occurs  in  the  line  of  deities,  and  we  then  come  to  four 
more  intimately  associated  figures  : — 

Poseidon  (fig.  wjyk)  is  a  dignified  form,  bearded,  and  with  soft 
flowing  hair  ;  his  lower  limbs  are  wrapped  in  the  himation.  The 
artist  has  given  the  mighty  ruler  of  the  seas  a  proud  and  aristocratic 
bearing,  suitable  to  his  lofty  rank ;  but  not  the  ineffable  air  of  un- 
questioned supremacy  which  breathes  in  the  form  of  his  almighty 
brother  Zeus. 

Dionysus  (fig.  117,  /).  Almost  all  the  archaeologists  of  the  earlier 
part  of  the  present  century  called  this  figure  Theseus,  and  it  has 
since  then  borne  successively  the  names  of  Apollo,  Hephaestus,  etc. 
It  probably  represents  Dionysus.  Both  the  attitude  and  the  dress, 
which  differs  from  that  of  the  other  figures,  are  favourable  to  this 
interpretation.  The  right  arm  lies  carelessly  on  the  drapery  by  the 
right  thigh,  and  the  left  is  elevated,  resting  on  the  thyrsos.  The 
himation,  which  is  drawn  closely  round  the  loins,  reaches  to  the  feet, 
and  passing  up  the  back,  falls  in  a  broad  fold  over  the  left  shoulder 
and  upper  arm  on  to  the  lap.  The  soft  and  dreamy  expression  of 
the  face,  and  the  listless  effeminate  air  of  the  whole  figure,  corre- 
spond with  the  richer  dress ;  and  the  garland  indicated  by  the  ten 
small  holes  in  the  head  is  characteristic  of  the  voluptuous  God  of  wine 
and  revel.^ 

The  interpretation  of  the  next  group,  consisting  of  two  females 
and  a  boy  (fig.  1 17,  w,  n,  o\  is  attended  with  peculiar  difficulties. 

The  earlier  archaeologists  called  the  first  of  these  {m)  Aglauros, 
and  this  name  was  afterwards  changed  to  that  of  Cora  (Proser- 
pine).    Some  of  the  most  eminent  writers  of  the  present  day^  agree 

*  IHady  xviii.  416.    Flasch,  ai/w  ParM.  18.       name  Peitho  was  first  suggested   by  K.  O, 
«  Flasch,  /.  c,  Muller  in  1829. 

■  Michaelis,    Conze,    Friederichs.      The 
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in  calling  her  Peitho  (Suadela),  the  Goddess  of  Persuasion.  The 
great,  and  to  my  mind  insuperable,  objection  to  this  appellation  is 
the  extreme  unlikelihood  that  the  artist  would  give  to  a  mere  per- 
sonification, an  adjunct  and  living  attribute  of  Aphrodite,  so  very 
distinguished  a  place  among  the  great  Gods  of  Olympus.  Nor  is  it 
easily  conceivable  that  he  should  allot  three  places,  in  the  very 
limited  space  at  his  disposal,  to  one  Goddess  and  her  train.*  This  last 
objection  has  been  strongly  urged  by  Dr.  Flasch,  but  his  own  suggestion 
that  Demeter  is  here  represented  appears  hardly  more  satisfactory.* 
The  name  of  the  grave,  solemn  (asfipij),  afflicted  mother  of  Persephone 
is  almost  the  last  which  would  rise  to  our  lips  on  looking  at  this 
beautiful  and  voluptuous  form,  with  the  waving  hair  and  partially 
Uncovered  breast.  We  should  certainly  take  her  for  Aphrodite  were 
it  not  that  the  boy  in  the  group,  generally  named  Eros,  leans  not 
against  her  but  her  neighbour.  Notwithstanding  this  great  diffi- 
culty, we  are  inclined  to  call  fig.  117,  w.  Aphrodite,  fig.  117,  », 
Demeter,  and  the  boy  (fig.  117,^)  Triptolemos.'  Or  we  may  suppose 
that  for  artistic  reasons  Eros  was  not  placed  close  to  his  beautiful 
mother. 

Aphrodite  (J)  (generally  called  Demeter)  (fig.  117,  /)  is  dressed 
in  chiton  and  himation.  The  former  has  fallen  a  little  from  the 
shoulder  of  the  left  arm,  which  hangs  by  her  side  and  reveals  the 
upper  part  of  the  bosom.  Her  raised  right  hand  rests  lightly  on  the 
top  of  her  chiton.*  Her  hair  is  wavy,  and  the  back  of  the  head  is 
bound  with  a  cloth  in  the  shape  of  a  very  becoming  cap. 

Demeter (}\  Aphrodite.^  (fig.  117,  n).  Michaelis,  Conze,  and 
Friederichs  agree  in  calling  this  figure  Aphrodite,  and  Dr.  Flasch 
concurs.  It  is  difficult  to  resist  such  a  weight  of  authority,  but 
she  appears  both  in  dress  and  demeanour  to  be  very  unlike  the 
wanton,  laughter-loving  Goddess.     She  is  more  completely  covered 


*  Praxiteles,  the  favourite  of  Aphrodite,  dispute  his  theory.  *  It  is  ill  arguing  with 
might  do  this,  but  not  Pheidias.  one  who  wears  such  very  thick  boots.* 

*  Flasch,  zum  Parth.  p.  33.  Dr.  Flasch  •  '^\W^tx{Zophoro5  amParthtnon,^.ZQ(i\ 
speaks  of  her  *  liindliche  Einfachheit  und  denies  the  wings,  on  which  the  name  of  Eros 
Anspruchslosigkeit,'    rustic    simpiiciiy  and  rests. 

modesty  !    It    is   with   no  small   apprehen-  <  Dr.  Flasch  sees  in  her  negligent  attire  the 

sion    that    we    differ    from    Dr.     F.,    who  comfortable  carelessness  of  tht  matron  as  com- 

attributes  *  the  ears  of  Midas '  to  all   who  pared  with  the  anxious  modesty  of  the  virgin  ! 
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than  any  of  her  female  assessors,  and  her  head  is  thickly  veiled. 
Even  Dr.  Flasch  allows  that  her  appearance  is  unusually  quiet  and 
respectable,  and  ascribes  this  to  her  position  among  the  Twelve  Gods, 
and  her  distance  from  Ares  I  She  leans  her  right  elbow  familiarly  on 
the  knee  of  her  companion,  and  points  with  her  outstretched  left  hand, 
which  rests  on  the  shoulder  of  a  boy,  at  some  object  in  the  distance. 

Triptolemos  (?),  Eros  (?),  (fig.  117,  o\  is  almost  entirely  nude, 
but  a  small  chlamys  is  discernible  on  the  arms ;  his  curly  hair  is 
bound  with  a  fillet,  and  in  his  left  hand  he  holds  a  parasol  with  a 
long  handle,  either  for  his  own  or  his  mother's  (i^)  use.  If  he  is 
really  winged,  as  is  generally  believed,  though  the  traces  of  wings 
are  not  easy  to  discern,  and  we  recognise  Aphrodite  in  fig.  120,  «, 
we  are  constrained  to  see  her  constant  attendant  Eros  in  the  beautiful 
boy  who  leans  so  confidingly  against  her.* 

The   Five  Central   Figures.^ 

(Fig.  118.) 

This  remarkable  and  enigmatical  group,  flanked  on  either  side  by 
the  two  rows  of  Olympian  deities  described  above,  consists  of  two 
principal  figures,  male  and  female,  and  three  smaller  subordinate 
figures  ;  viz.  two  girls  bearing  seats,  and  a  boy  holding  a  garment. 

The  principal  male  personage,  a  priest  ?  (fig.  1 1 8,  a),  who  is  bearded 
and  v/ears  only  the  short-sleeved  chiton,  without  a  girdle,  holds  in  his 
hands  a  garment,  or  a  piece  of  cloth,  which  he  appears  to  have  just 
folded  up.  Opposite  to  him  stands  a  ^^j(i  18,  ^),  over  whose  shoulder 
hangs  a  long  mantle,  and  who  places  his  hands  on  either  side  of  the 
garment,  which  he  appears  to  be  receivifig. 

The  principal  ktrnX^  figwrc^  a  priestess }  (fig.  1 1 8,  r),  stands  with 
her  back  to  the  priest,  and  opposite  to  tzvo  girls  (fig.  1 1 8,  ^/,  ^),  who 
carry  seats  on  their  heads,  which  are  protected  by  the  usual  pad  or 


'  Bninn  calls  this  group  Cora,  Demeter  ing  of  these  figures,  vid.  Michaelis,  Fatih, 

and  Tacchos,  not  believing  in  the  wings  of  p.    255  ;    Flasch,    ztwi  Parih.    p.  98 ;  and 

the  last.  Botticher,  Zophoros  am  Parthenon, 

^  For  the  lively  controversy  on  the  mean. 
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knot  irvKr)^  (Tirslpa  *).  Both  are  dressed  in  the  sleeveless  chiton  and 
mantle,  and  the  foremost  seems  to  be  delivering  up  the  object  (a 
chair  ?)  on  her  head,  while  the  other  awaits  her  turn  to  do  the  same. 

A  warm  controversy  has  arisen  :  I.  respecting  the  character  and 
functions  of  these  five  figures  ;  II.  on  the  question  whether  the  girls 
and  boy  are  delivering  up  or  receiving  the  seats  and  garment ;  and 
III.  on  the  nature  of  the  cloth  in  the  hands  of  the  priest.  According 
to  the  majority  of  writers  the  two  maidens  are  Arrephori  (^Apprj- 
<f>6poc)  ;  ^   the  central    figure   (c)  a   Priestess   of  Athene ;    fig.  a  the 

Fig.  118. 


£  d  c  a  h 

THE    FIVE   CENTRAL   FIGURES. 

Archon  Basileus  ;  and  fig.  b  a  consecrated  servant  boy,  delivering  up 
the  peplos}  Michaelis  calls  the  maidens  Diphrophori  (St(f>po<f>6poi, 
chair-bearers)  ;  the  chief  male  figure  he  names,  with  some  doubt, 
however,  the  Treasurer ;  the  female  figure,  the  Priestess  of  Ath^n^ 
Polias ;  and  the  boy  a  servant  with  the  sacred  peplos.** 


'  Aristoph.  AcA.  860,  954.  taken  to  Athens  to  be  employed  in  embroi- 

*  ApoUodor.  ii.  5.  11.  dering  the  peplos:^ 
"Also     called      'Zpfrn<p6poi,      'Ep(ni<t>6poi  ^  naAA«3o«  «V  »6A« 

(Anstoph.  Lysisi.  642),  maidens  chosen  by  ri?  *caAAi«t>pov  t*  'A^avauic  w  kpok4^  niwx^ 

the  Archon  to  superintend  the  weavinij  of  C«vfo/iat  op^an  wiiAov*, 

the  Deolos  •i'  oaiZaXiaiai  iroiKiAAovo-  dv¥0KpOK0i9i  irifi^t?. 

*  In  Eurip.  Hecuba^  v.  465,  the  chorus  of  *  Michael.  Parthen,  255.   Conf.  Petersen, 
captive  women   ask  whether   they  shall   be  Kunst,  d.  Pheidias^  303. 
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It  is  easier  to  find  difficulties  in  these  views  than  to  suggest  a 
better.  But  the  presentation  of  the  sacred  robe  was  the  most  im-  . 
portant  part  of  the  whole  solemnity,  and  it  is  hardly  conceivable 
that  the  artist  would  represent  such  a  function  as  being  performed 
by  a  boy  and  a  half-dressed  man  in  an  ungirt  chiton.  The  explana- 
tion of  Dr.  Flasch,  though,  of  course,  entirely  conjectural,  is  not  with- 
out plausibility.^  A  sacrificial  festival,  he  says,  in  honour  of  Athene, 
is  in  preparation,  and  the  whole  people  of  Athens  are  proceeding  in 
festal  array  to  the  Temple,^  where  the  sacrifice  is  to  be  performed. 
In  near  vicinity  to  the  Olympian  Deities  and  the  central  group  are 
maidens,  as  we  have  seen,  bearing  holy  vessels.  At  the  head  of  the 
two  divisions  of  the  procession,  and  still  nearer  to  the  centre  of  the 
E.  group  than  the  maidens,  are  several  male  figures  standing  still  and 
conversing,  for  there  is  yet  time  before  all  is  arranged  for  the  final 
act.  When  all  is  ready  the  sacrifice  will  begin.  The  male  and  female 
figures  are  the  officiating  priest  and  priestess,  for  whom  the  maidens 
(8i<f>po<f>6poi)  are  bearing  seats.  The  priest  has  just  taken  ofT  his 
upper  garment,  and  delivers  it  to  the  boy.  He  is  preparing  himself 
for  the  performance  of  his  holy  functions.  The  necessary  implements 
are  being  brought  to  him  by  the  foremost  of  the  train  of  maidens, 
who  has  just  handed  over  the  basket  containing  the  sacred  knife.^ 
In  the  space  between  the  people  and  the  priest  the  invisible  Gods 
take  their  places,  and  rejoice  in  the  coming  sacrifice  of  their  pious 
worshippers. 

Although  we  find  in  this  most  beautiful  work  the  clearest  evidence 
of  unity  of  design,  a  minute  examination  of  its  details  brings  to  light 
a  very  marked  difference  of  merit  in  the  execution  of  its  different 
parts.  And  this  is  exactly  what  we  might  expect.  The  conception 
could  only  take  place  in  one  mind— that  of  Pheidias  himself— but  the 
actual  execution  of  a  frieze  extending  over  more  than  five  hundred  feet 
must  have  been  the  work  of  rriany  different  hands,  of  very  different 
degrees  of  cunning.  Of  the  difficulty  of  the  task  undertaken  by 
Pheidias  himself,  and  of  the  manner  in  which  he  has  overcome  that 


•  Flasch,  zum  Parthenon^  p.  98. 

*  According  to  this  view  the  temple  intended  is  not  the  Parthenon  itself,  but  the  Temple 
of  Athene  Polias.  «  Aristoph.  Pax,  948. 
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difficulty,  only  an  artist— 2S\  artist  with  a  touch  of  the  great  master's 
spirit — can  form  an  adequate  idea.  He  had  to  mediate  between  the 
rival  claims  of  Architecture  and  Sculpture ;  he  had  to  reconcile  the 
laws  of  Relief  and  the  laws  of  Nature.  According  to  the  essential 
principle  of  Isoceptialism,  which  we  have  explained  above,*  and  which 
Pheidias  has  unflinchingly  observed,  he  has  made  his  men,  on  foot,  on 
horseback,  and  in  chariots,  of  the  same  height  as  his  company  of 
marching  women  and  his  enthroned  divinities.  Such  incongruities, 
however  unavoidable,  are  the  reverse  of  beautiful  in  themselves,  but 
the  artist  has  so  far  mitigated  their  evil  effects  that  our  sense  of 
harmony  and  proportion  is  nowhere  offended.  It  is  not  without 
effort  that  we  can  bring  ourselves  to  see  how  far  the  truth  of  Art  has 
deviated  from  the  truth  of  Nature. 

Again,  the  artist  has  to  represent  a  procession,  and  yet  to  avoid 
the  sameness,  the  wearisome  monotony,  which  seem  inseparable  from 
such  a  subject,  but  which  would  have  been  intolerable  to  a  Grecian 
eye.  Of  the  taste  and  skill  with  which  Pheidias  has  solved  this  pro- 
blem, and  introduced  infinite  variety  without  destroying  general 
uniformity,  we  may  judge  most  correctly  by  comparing  this  frieze 
with  Assyrian,  Egyptian,  and  even  Roman  works  in  which  similar 
subjects  are  treated. 

The  technical  skill  displayed  in  different  parts  of  the  frieze  is,  as 
we  have  said,  very  unequal.  The  horses  on  the  S.  side,  for  example, 
are  executed  with  far  less  care  than  those  on  the  N.  side,  which  were 
more  seen  by  visitors,  and  therefore,  perhaps,  committed  to  better 
hands.  There  is  also  a  very  marked  difference  of  merit  in  the  treat- 
ment of  the  drapery  in  different  figures,  which  in  some  cases,  as  in 
Diana  {})  (Demeter  }),  no.  26  (fig.  117,  r),  and  in  nos.  29,  33,  36  (fig. 
117,/,  ky  n)  of  the  E.  frieze,  is  almost  faultless,  while  nos.  38,  39,  and 
40,  and  others,  leave  much  to  be  desired.^ 

Yet  though  there  are  unmistakable  traces  of  different  hands  in 
different  figures,  and  though  some  of  these  are  as  worthy  of  a  separate 
analysis  and  study  as  the  finest  statue,  yet  they  are  all  so  admirably 
subordinated  to  the  general  effect  that  the  eye  is  never  checked  as  it* 


'   P.  60.  3  conf.  Michael.  Parih,  p.  223. 
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wanders  with  delight  along  the  *  exulting  and  abounding  *  stream  of 
warm  and  vigorous  life. 

No  less  marvellous  than  this  combination  of  rich  elaboration  of 
detail  with  unity  of  effect  is  the  preservation  of  order  amidst  freedom 
and  of  freedom  amidst  order.  The  frieze,  as  a  whole,  gives  the 
impression  of  a  regular  solemn  pilgrimage,  invested  with  all  the 
sanctity  and  formal  dignity  of  a  high  religious  function  ;  and  yet 
there  is  in  each  separate  figure  a  certain  individuality,  we  might 
almost  say  a  certain  laisser  aller,  which  seems  almost  incompatible 
with  uniformity  and  order.  Scarcely  two  figures  can  be  found  which 
do  not  differ  from  one  another  in  attitude,  or  dress,  or  general 
expression.  There  is  not  one  that  is  not  employed,  and  employed  in 
a  manner  pleasing  to  the  eye  of  the  spectator.  Every  man  and 
woman,  every  horse,  cow,  and  sheep,  has  its  own  character,  its  own 
raison  detre,  and  yet  they  all  fit  in  exactly  to  their  places  as  essential 
parts  of  the  beautiful  and  harmonious  whole. 

Nor  is  it  only  as  an  inexpressibly  sublime  and  noble  work  of  art 
that  these  reliefs  are  precious  to  us.  They  set  before  us  in  a  way 
which  no  mere  words  can  do  the  very  form  and  spirit  of  Periclean 
Athens — of  the  Athenian  State  at  the  height  of  its  strength  and 
glory,  when  the  yet  unbroken  force  of  freedom  was  directed,  not  by 
vulgar,  greedy  demagogues,  but  by  a  heaven-born  king  of  men.  It 
is  the  very  epitome  of  Attic  history,  and  teaches  us  more  than  a 
thousand  treatises.  From  the  Gods  of  Olympus  with  their  priests  to 
the  poor  dumb  victims  which  bled  upon  their  altars  ;  from  the  Archon 
and  Eupatrid  to  the  charioteer  and  the  slave  groom,  all  are  there.  In 
long  array  we  behold  the  stately  magistrates  and  the  venerable  seers 
of  Athens,  the  sacred  envoys  of  dependent  states,  the  victors  in  their 
chariots  drawn  by  the  steeds  which  had  won  for  them  the  cheap  but 
priceless  garland,  the  full-armed  warriors,  the  splendid  cavalry,  and 
the  noble  youths  of  *  horse-loving*  Athens  on  their  favourite  steeds,  in 
the  flush  and  pride  of  their  young  life ;  and  last,  not  least,  the  train  of 
high-bom  Athenian  maidens,  marching  with  bowed  heads  and  quiet 
gait,  for  they  are  engaged  in  holy  work,  with  modest  mien,  and  gentle 
dignity  and  grace.  All  that  was  sacred,  powerful,  and  grand,  all  that 
was  beautiful,  graceful,  and  joyous  in  Athenian  life,  is  represented  there. 
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in  ideal  form,  of  course,  but  in  strict  conformity  with  the  realities  of 
life.  Herein  lie  the  strength  and  the  glory  of  Greek  art,  that  in  its 
highest  aspirations  after  that  ideal  beauty  which  exists  nowhere  but 
in  the  soul,  it  always  remains  in  the  closest  relation  and  affinity  to 
Nature ;  and  herein  lies  the  infinite  advantage  of  the  Greek  artist 
over  every  other,  that  Greek  life  was  in  itself  so  eminently  plastic, 
that  at  every  turn  he  beheld  forms  and  groups  which  invited  plastic 
representation. 

It  is  by  the  study  of  such  works  as  these  that  we  get  the  clearest 
insight  into  the  essence  and  spirit  of  classical  antiquity.  In  these 
monuments  of  art,  as  well  as  in  those  of  literature,  we  discern  the 
ineffable  nobleness,  dignity,  and  grace  of  the  ancient  Greek  mind,  the 
full  sense  of  which  filled  and  entranced  the  soul  of  Milton,  and  bent 
the  stubl^orn  knee  of  Gothe,  and  has  been  through  countless  ages  a 
source  of  lofty  inspiration  and  rapturous  delight  to  the  noblest  minds 
of  every  civilised  nation  of  the  world. 
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CHAPTER    XXVI. 
OTHER    WORKS  FROM   THE  AGE  OF  PHEIDIAS. 

Relief  of  the   Eleusinian   Deities 

(ATHENS). 

(Fig.  119.) 

This  large  relief,'  the  principal  figures  of  which  are  more  than  six  feet 
high,  was  found  at  Eleusis  in  1859.  It  represents  the  Eleusinian  deities, 
Demeter  and  Cora^  with  a  boy  between  them,  probably  Triptolemos? 
The  Goddess  on  the  left,  who  holds  a  long  sceptre,  is  placing  some- 
thing in  the  hand  of  the  youth,  who  looks  up  at  her  with  reverential 
attention.  The  other  Goddess,  who  bears  a  torch,  is  crowning  him  with 
a  garland.  What  holy  function  is  here  being  performed  it  is  impossible 
to  say.  If  it  is  a  votive  offering,  it  is  probably  dedicated  in  honour  of 
some  youth,  who  had  devoted  himself  to  the  service  of  the  Eleusinian 
deities,  or  had  received  some  mark  of  their  especial  favour ;  for  we 
know  that  it  was  customary  to  clothe  personal  and  individual  occur- 
rences in  a  mythical  dress. 

There  is  a  very  remarkable  difference  in  the  style  in  which  the 
two  female  figures  are  Executed.  The  one  on  the  right  is  moulded 
with  all  the  freedom  of  fully  developed  art,  and  both  form  and  drapery 
are  in  the  highest  degree  flowing,  easy  and  graceful ;  while  the  archaic 
stiffness  and  perpendicular  lines  of  the  other  remind  us  strongly  of 
the  Vesta  Giustiniani.^  We  can  only  suppose  that  they  are  copied 
from  well-known  objects  of  worship  in  Athens,  which  the  artist  wished 
to  recall  to  the  mind  of  the  spectator.     This  intentional  archaism,  and 


'  Vid.  Man,  d.  Inst,  Arch,  plate  45.  an  Athenian  herd-boy  {Km.  Mus.  p.  70). 

*  lacchos?  Pioutos?    Botticher  calls  him       *  Vid.  supra,  p.  167. 
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the  awe  so  visibly  expressed  in  the  face  of  the  youth,  give  a  greater 
air  of  solemnity  and  sanctity  to  this  relief  than  is  to  be  found  in  any 
of  the  Parthenon  sculptures. 

The  difference  between  the  two  goddesses  was  enhanced  by  the 
bracelets,  necklace,  and  earrings  worn  by  the  figure  to  the  right,  which 
are  all  indicated  by  the  rivet  holes  in  which  they  were  fastened  ;  and 

Fig.  119.  Fig.  120. 


DEMETEK,    CORA,    AND   lACCHOS.  ORPHEUS  AND  EURYDICE. 

the  charming  variety  afforded  by  the  two  styles  of  drapery,  con- 
trasted with  the  nude  figure  of  Triptolemos,  renders  this  one  of  the 
most  pleasing  specimens  of  the  Attic  relief. 

Relief  of  Orpheus,   Eurydice,  and   Hermes 
(rome,  villa  albani  ;  naples,  paris). 

(Fig.  I2C) 

This  relief,  which  exists  in  three  different  copies,  is  one  of  the  best 
known  and  most  popular  works  of  ancient  art.     The  one  at  Naples 
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is  inscribed  with  the  names  of  Orpheus^  Eurydice^  and  Hermes}  and 
although  we  may  fairly  doubt  the  genuineness  of  this  inscription,  the 
scene  carries  with  it  its  own  interpretation.  The  artist  represents  with 
exquisite  feeling  and  taste  the  final  parting  between  the  faithful  pair,  the 
sad  result  of  the  fatal,  yet  so  pardonable,  indiscretion  of  Orpheus. 

The  myth  is  almost  too  well  known  to  need  relation  here.  When 
the  beautiful  Eurydice  died,  Orpheus  followed  her  to  the  infernal 
regions,  and  by  the  irresistible  power  of  his  lyre  moved  the  stern 
hearts  of  Persephone  and  of  Hades  himself: — 

Nee  regia  conjux 
Sustinet  oranti,  nee  qui  regit  ima,  negate.^ 

Eurydice  was  summoned  and  allowed  to  follow  her  husband  to 
the  realms  of  light  and  life,  on  condition  that  Orpheus  did  not  look 
back  at  his  rescued  wife  until  they  had  emerged  from  the  Avemian 
valleys.  Just  as  they  had  reached  *  the  margin  of  the  upper  earth,'  the 
Rhodopeian  hero,  overpowered  by  anxiety  and  love,  *  turned  his  loving 
eyes,'  and  forthwith  Eurydice  glides  back  into  the  murky  gloom  of 
Hades,  and  is  lost  to  him  for  ever.^  According  to, the  poet,  his 
stretched-out  arms  caught  nothing  but  the  yielding  air;*  the  more 
merciful  sculptor  grants  the  unhappy  pair  a  moment's  parting,  and 
that  is  represented  here. 

The  theme  is  treated  with  the  utmost  simplicity  and  tenderness  of 
feeling ;  and  we  know  no  better  example  of  the  tendency  of  the  best 
Greek  art  to  moderate  the  external  manifestation  of  emotion.  Here 
are  no  loud  wailing,  no  distorted  features,  no  frantic  gestures,  no  wild 
abandon^  and  yet  its  very  moderation  and  self-restraint  only  render 
the  scene  more  pathetic  and  affecting.  Eurydice  leans  affectionately 
towards  the  faithful  one  who  had  faced  the  king  of  terrors  to  save 
her — to  whom  life  was  worthless  without  her,* — and  gently  lays  her 
hand  upon  his  shoulder.     Orpheus  raises  his  hand  to  hers,  while  he 


>  The  copy  in  Paris  bears  the  modern  and  *  Ovid,  Meiam,  x.  58  :— 

erroneous  inscription  of  Amphion,  Antiope,  Brachiaquc  intendens,  prendiquc  ct  prenderecaptans 

and  Zethos.  Nil  nbi  cedentes  infelix  arripit  auias. 

»  Ovid,  Metam,  x.  46.  Conf.  xi.  63. 

«  Virg.  Georg,  iv.  499 :—  *  Ovid,  Metam.  x.  38  :— 

n        '^     .  Ceu  fumus  in  auras  g^^   j  f      „         j        j^  conjuge,  cerium 
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looks  for  the  last  time  on  his  twice-lost  love.     It  is  but  for  a  moment; 

for  there  is  another  hand  on  hers,  that  of  Hermes,  with   his  dread 

wand : — 

Non  lenis  precibus  fata  recludere. 

Yet  even  he  seems  for  once  to  perform  his  task  unwillingly! 

No  subject  could  have  been  more  happily  chosen  by  a  loving 
husband  to  express  his  mingled  grief  and  love  for  a  departed  wife 

Fig.  121.  Fig.  122, 


SEPULCHRAL  STELAE. 


than  this  touching  incident  in  the  life  of  the  pair  who  were  to  the 
Greeks  the  very  types  of  conjugal  fidelity.^ 

This  beautiful  work  is  one  of  a  large  class  of  sepulchral  reliefs  in 
Attic   style,2  many   of  which    have   been    discovered    lately   in    the 


*  Both  figures  (Orpheus  and  Eur>'clice)  are  I.  The  stele  with    the   anthemion;   vid. 

copied  on  sepulchral  urns  now  in  the  Museum  Stele  of  Aristion,  p.  106. 

on  the  Acropolis  at  Athens.  H.  The  Heroon,  or  small  temple,  with  an 

«  Vid.   Stackelberg's    Graber  d.  IlclUnen  «ctos  (pediment),  supported  by  two  square 

and  Peryanoglu's  Grabsteined.  alUn  Griechin,  antes  or  by  round  pillars.     (Fig.  121.) 

The   principal   forms   of    Greek   sepulchres  III.  Massive  marble  vases  (hydrioe),  gene- 

^^'^~  rally  of  later  dale  than  the  stelae,  although 
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Ceramicus  in  Athens,  and  are  either  in  situ  or  in  one  of  the  museums 
of  that  city.  We  subjoin  two  of  the  most  interesting,  one  of  them 
that  of  a  beautifully  draped  figure  of  a  deceased  woman,  to  whom 
her  attendant  is  offering  the  jewel  casket,  which  so  often  plays  a  part 
on  Greek  gravestones ;  and  another  (from  Lamia  ?  in  Thessaly)  of  a 
deceased  youth  (fig.  122),  who  is  stretching  out  his  hand  to  a  bird  cage, 
while  his  favourite  animal,  a  cat,  sits  near  him  on  a  pillar.  In  the 
corner  is  the  typical  boy,  who  appears  to  be  mourning. 

A  very  common  ornament  of  Attic  graves  is  the  Siren  (fig.  123), 
generally  holding  a  lyre  fashioned  from  a 
tortoise-shell ;  and  sometimes  blowing  the  double 
flute.  The  Sirens  often  appear  in  the  character 
of  mourners  or  *  wailers,'  tearing  their  hair  and 
beating  their  breasts  to  denote  the  extremity  of 
grief.  Euripides  refers  to  them  in  this  sense, 
and  calls  them  irapOivot,  'xdovos  Kopac}  But 
they  also  typify  the  delusive  nature  of  human 
delights  and  pleasures  which  lure  men  on,  like 
the  followers  of  Odysseus,  to  inevitable  death 
and  decay .^  They  may  be  looked  on  as  the 
Muses  of  the  calm  and  bright  but  treacherous  sea. 

Other  reliefs  of  the  Attic  school,  whether  of  ~ 

SIREN. 

the  older  or  younger  may  fairly   be   doubted, 

are  the  sepulchral  St(?li  of  Phrasicleia  )  of  Avieinocleia  \  of  Hegeso  \ 
of  Dentetria  and  Pamphile\  of  the  Athenian  Dexileos  on  horseback , 
who  fell  in  the  Corinthian  war  (394  B.C.)  at  the  age  of  twenty  ; 
and  many  others  of  great  beauty,  all  in  Athens ;  Medea  Astero- 
peia    and  Afttinoe  (in    the  Lateran),   in   which   Medea   is    persuad- 


some  are  from  the  best  period.  *  The  phases  of  character  attributed  to  the 

IV.  SteliE  with  painted  figures  instead  of  Sirens  are  very  numerous.     Pausan.  (i.  21. 

carved  reliefs,  or  with  only  a  simple  inscrip-  2)  says  that  when  Sophocles  died,  Dionysus 

tion.     The  locus  classicus  on  this  subject  is  ordered  the  Athenians  to  honour  him  as  *  a 

in  Pausanias,  ii.  7.  3  :  Ti  yXv  a&fia  7^  Kp^-  ttrw  Sirtn,*    Christodonis  {Ecphr,  350)  says, 

Tov<ri  Ki^ov  tk  oiKo9ofjL'fi(rajrr€s  icpipriSa  Kloyas  referring  to  Homer,  Uifpiicfis  Jittprivos  ipiiioy 

i^urraai,    irol   in^   tUnoTs  ivlOrifia  woiovai  fpyov   v^aiywy.       E.    Curtius    connects  the 

learit  robs  dtrohs  fidXurra  robs  iy  rois  yaots.  Sirens  with  Aphrodite,  *  Die  Sirene  ist  nur 

This  MBrifia  represented  the  house  of  the  eine  Form  der  Aphrodite.  Sie  wallet  aufGra- 

deceased,  the  parting  scene,  or  the  adoration  bern   und    Friedhofen    wie   die   Aphrodite 
of  the  women.                  "  Eurip.  //e/,  167.  Epitymbia.* — ArcA.  Zeit,  N.  F.  iii.  p.  10. 
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ing  the  unhappy  daughters  of  Peh'as  to  cut  up  and  boil  their 
father,  trusting  to  her  promise  to  restore  him  to  life  and  youth  ; 
Zetis  and  Hepluestos  (in  Schloss  Tegel) ;  Odysseus  conjuring  tJu 
s/tade  of  Teiresias  from  Hades  (in  the  Louvre)  ;  ZeuSy  Tlietis  and 
Heri  (in  the  Louvre),  where  Wtxt  is  looking  suspiciously  at  the 
supplicating  Sea  Goddess  ;  the  so-called  Alcibiades  among  the  Hetarce 
in  Naples;  the  well-known  and  beautiful  relief  called  nith^ation  de  la 
fleur  in  the  Louvre,  representing  a  young  lady  and  her  attendant  in 
the  long-sleeved  dress  of  the  female  slave,  each  holding  up  a  flower ;  a 
relief  with  a  similar  motif  in  the  Acropolis  at  Athens  ;  a  relief  of 
zvomen  dancing  rapidly  along  (in  Athens),  apparently  part  of  a  larger 
group  ;  and  the  well-known  and  magnificent  alto  relievo  in  the  Villa 
Albani  at  Rome,  representing  a  combat  between  a  Itorseman  and  a  foot 
soldier.  All  these  are  of  a  good  period  of  Greek  art,  and  of  high 
excellence,  although,  as  we  must  suppose,  the  work  of  mere  artisans.* 

Frieze  of  the  Temple  of  Apollo  in  Phigaleia 

(BRIT.    MUS.). 

We  now  come  to  speak  of  a  monument  of  what  is  in  the  main 
Attic  art  discovered  in  a  region  to  which  we  should  hardly  expect  its 
influence  to  extend,  viz.  in  Phigaleia,  in  the  S.W.  comer  of  Arcadia, 
about  twenty-five  miles  from  Olympia.  This  rugged  district  appears  to 
have  had  a  peculiar  religious  sanctity  of  its  own,  and  was  spared  by 
Apollo  when  he  visited  the  rest  of  Greece  with  pestilence,  at  the  begin- 
ning of  the  Peloponnesian  war.  To  this  distant  and  secluded  part  of 
Greece  the  immortal  Attic  architect  Ictinus  was  summoned  to  build 
a  temple  to  Apollo  ''^iriKovpiosy  on  the  slopes  of  Mount  Cotylion, 
more  than  3,000  feet  above  the  sea  and  about  a  mile  from  the  town  of 
Bassae.  The  building  of  this  temple  was  begun  in  430  B.C.,  the  second 
year  of  the  Peloponnesian  war,  and,  according  to  Pausanias,  it  surpassed 
all  the  temples  of  the  Peloponnesus  except  that  of  Tegea.  It  is  of 
moderate  size  but  beautiful  proportions,  and  combines  the  Doric  order 
on  the  exterior  with  the  Ionic  in  the  interior.     It  is  of  bluish  white 

'  Other  beautiful  reliefs  of  this  class  may      on  the  Acropolis  at  Athens.     Conf.  Schone, 
be  seen  in  the  Ceramicus,  and  in  the  Museum       Grifch.  Relitfs, 
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limestone,  but  the  finer  ornamental  parts  of  the  structure  are  of  Parian 
marble.     The  roof  was  tiled  with  slabs  of  white  marble,  which  Byzes 
of  Naxos  is  said  to  have  been  the  first  to  fabricate  in  Ol.  50  (B.C.  580). 
It  is  remarkable  also  for 
its  position,  standing  as 
it  does  north  and  south, 
instead  of  east  and  west ; 

the    principal    entrance  « 

being  to  the  north. 
Nearly  all  the  pillars  are 
still  standing  in  their  ori- 
ginal places. 

The  beautiful  frieze,  S 

which  was  placed  inside  s 

the  cella  above  the  pil-  g 

lars    which     surrounded  g 

the  unroofed  part  of  the  ^ 

interior,  called  the  Hy-  g 

pcethrum,  was  discovered  § 

in     1 812    by   Cockerel  1,  *• 

Foster,  Linkh  and  Haller,  u 

who  also  found  the  -/Egi- 
netan    marbles,   now  at  2* 

Munich.     The   precious  o 

remains  were   conveyed  ^ 

to  the  coast,  over  the 
rugged  ground  which  se- 
parates Bassae  from  the 
sea,  on  the  hands  of 
1 50  Arcadian  shepherds. 
They  were  then  shipped 
to  Zante  and  thence  to 
England.  The  difficulties 

which  the  enterprising  discoverers  encountered  on  their  way,  by  land 
from  greedy  and  treacherous  Archons,  mutinous  workmen,  and  the  terri- 
ble Arcadian  flies  ;  and  by  sea  from  storms  and  the  presence  of  French 


u 
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cruisers,  were  enough  to  daunt  the  most  resolute,  and  ought  to  be 
remembered  by  us  with  gratitude. 

Fragments  of  a  co- 
lossal temple-image^  and 
some  fragments  of  me- 
topes,    were     also    dis- 
covered, but  no  traces  of 
any    pedimental  group. 
The  subject  of  the  frieze, 
like  that  of  the  building 
which  it  adorns,  is  essen- 
g       tially  Attic  ;  its  main  ob- 
^       ject   is  the   glorification 
p       of  Apollo — to  whom  the 
g       temple  was  dedicated  in 
{:       his  character  of  'Ett^/coi;- 
ji       piog^  (the  Succourer) — 
%       and  of  TheseuSy  the  great 
g       national  Attic  hero,  who 


u 


is  represented  as  leading 
2  his  countrymen  to  victory 
"k  over  their  earliest  and 
most  terrible  foes  {\2\,a 
and  1 30,  a).  The  frieze 
consists  of  twenty-three 
slabs  2ft.  I  ^  in.  high,  and 
is  about  10 1  feet  in 
length.  It  is  divided 
into  two  unequal  parts, 
the  shorter  of  which  re- 
presents tJie  Contest  be- 
ttveen  tlie  Lapitlis  and 
Centaurs  at  the  wedding 
of  Peirithous  (figs.   124, 


'  Pausan.  viii.  41.  7. 
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125, 126),  and  the  longer ///^^^///i?  of  the  Amazons  {figs.  128,  129, 130). 
Between  these  two  scenes  came  the  chariot  of  the  divine  allies  of  the 

Fig.  126. 


CENTAUROMACHIA. 


Fig.   127. 


APOLLO  AND  ARTEMIS    IN   THE   i^HlGALEIAN    FRIEZE. 

Greeks  {^sol  ^Eircfcovpioi),  Apollo  and  Artemis  (fig.  127),  drawn  by  a 
pair  of  stags y  and  driven  by  the  goddess  in  person.     They  are  hastening 
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in  the  direction  of  the  Centaurs,  the  more  formidable  of  the  two  foes, 
against  whom  Apollo  is  discharging  his  fatal  arrows.     In  the  treatment 

Fig.  128. 


SCENE   FROM   THE   BATTLE  OF  THE   AMAZONS. 

Fig.  129. 


SCENE   FROM   THE   BATTLE  OF  THE  AMAZONS. 

of  both  these  subjects,  and  especially  of  the  last  mentioned,  the  devia- 
tion from  the  calm  and  disciplined  tone  of  the  Pheidian  school,  which 
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we  notice  in  the  plastic  ornament  of  the  Erechtheium  and  the  Temple 
of  Nike  Apteros,  is  still  more  decided  and  pronounced.  Short  as  is  the 
distance  of  time  which  separates  the  frieze  of  the  Parthenon  from  the 
one  before  us,  we  seem  to  have  passed  into  a  different  moral  and 
artistic  world.  Instead  of  the  disciplined  freedom,  the  (T(a<f>po(Tvv'q  and 
Bvra^iay  which  prevail  even  in  the  liveliest  representations  of  the  former, 
we  are  introduced  in  the  latter  to  a  scene  of  uncontrolled  savagery,  in 
which  the  wildest  passions  rage  unchecked.  There  is  scarcely  a  com- 
position in  the  whole  range  of  ancient  art  in  which  the  wild  excesses 
of  wine  and  lust  are  more  vividly  depicted  than  in  the  Phigaleian 
Centauromachia.  The  design  itself  is  the  offspring  of  the  most 
daring,  extravagant  and  excited  imagination,  and  the  glowing  life 
which  bums  in  the  hearts  of  the  actors  is  expressed  in  an  endless 
variety  of  the  strangest  attitudes.  Nothing  can  exceed  the  ferocity 
of  the  Centaurs,  whose  naturally  savage  nature  is  here  excited  to  mad- 
ness by  the  effects  of  wine.  In  one  group  we  see  one  of  these  hybrid 
monsters  biting  the  neck  of  a  Lapith  with  his  human  face,  while  he 
kicks  out  at  another  foe  with  his  horse's  heels  ^  (fig.  126).  Not  only 
the  laws  of  humanity,  but  the  sanctity  of  religion  is  set  at  nought  ; 
Centaurs  and  even  suppliant  women  are  attacked  at  the  altar,  and 
forcibly  dragged  away  from  the  very  images  of  the  Gods.  In  fig.  124, 
the  bride  of  Peirithous,  who  is  clinging  to  an  archaic  idol  of  Athen^, 
is  being  thus  outraged,  and  is  defended  by  a  warrior,  whom  we  recog- 
nise as  Theseus  from  the  lion's  skin  which  hangs  above  him  on  the  tree. 
The  horror  and  pathos  of  the  scene  are  still  further  enhanced  in  other 
groups  by  the  introduction  of  children,  whom  the  terrified  women 
vainly  endeavour  to  protect. 

In  the  battle  with  the  Amazons  the  scenes  of  blood  and  fury  are 
mingled  with  others  in  which  softer  emotions  prevail.  In  one  case  a 
Greek  is  leading  his  wounded  comrade  from  the  field  ;  in  another  our 
pity  is  excited  by  the  beautiful  figure  of  a  dying  Amazon  in  the 
collapse  of  approaching  death.  Even  mercy  towards  a  fallen  foe, 
so  unusual  in  the  ancient  world,*  is  depicted  here,   and    a  Greek  is 


*  The  same  scene  is  depicted  on   a  vase  '  The  Athenians  alone  of  all  the  Greeks, 

in  the  museum  at  Naples  {Mon,  delP  Inst,       says  Pausanias  (i.  17),  raised  altars  to  Pity, 
vi.  38). 
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seen  tenderly  lifting  a 
wounded  Amazon  from 
her  horse  (fig.  130).  In 
another  scene  an  Ama- 
zon seems  to  be  begging 
the  life  of  a  young  La- 
pith  from  her  sister  war- 
rior (fig.  129). 

The  whole  work  in- 
deed is  full  of  surprises 
^  and  inconsistencies.  The 
g  subject,  as  we  have  said, 
\  is  purely  Attic,  but  the 
g  treatment  is  exaggerated, 
sensational,  and  almost 
w  barbaric  in  its  tone.  Many 
f:  of  the  figures  are  mas- 
*  terpieces  of  drawing,  ide- 
H      ally  conceived,  and  ex- 

1  ecuted  with  great  natu- 
ral  truth.      Among  the 

2  male   figures  are  extre- 
mely  fine  models  of  ath- 

ft  letic  ephebi  ;  and  the  wo- 
o  men  are,  like  Spartan 
maidens,  strong  and  ac- 
tive but  not  unwomanly 
or  coarse.  Others  are 
ugly  in  design — e.g.  the 
figure  of  the  Queen  of 
the  Amazons  being  torn 
from  her  horse — and 
rude  and  inharmonious 
in  their  execution.  The 
drapery  is  often  exag- 
gerated, unnatural    and 
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tasteless,  and  without  any  close  relation  to  the  form  or  action  of  the 
wearer. 

From  the  fact  that  the  slabs  of  this  frieze  are  of  Pentclican  marble 
it  has  been  conjectured  that  it  was  executed  in  Athens  and  trans- 
ported toPhigaleia,*  If  this  be  the  case,  the  artist  must  have  been  in- 
fluenced rather  by  a  desire  to  please  the  taste  of  Phigaleians  than  that 
of  Athenians.  It  seems  likely,  on  the  whole,  that  it  was  designed  by 
an  Attic  artist  with  a  view  to  its  provincial  destination,  and  executed 
by  local  artists  in  Phigaleia  itself. 

The  composition,  however,  is  not  original,  for  many  of  the  inci- 
dents are  found  in  the  sculptures  of  the  Theseion  and  Parthenon,  and 
on  vases,  and  the  Group  of  Centaurs  wito  are  burying  t/ie  invulnerable 
Cceneus^  (fig.  125)  under  stones  occurs  elsewhere.  The  more  striking 
scenes  of  this  remarkable  relief  were  often  copied  separately.  Three 
copies,  evidently  made  for  decorative  purpose,  on  slabs  of  marble 
raised  at  the  edge  by  way  of  frame,  have  been  found  at  Patras.  One 
of  these  represents  the  scene  in  which  the  Queen  of  the  Amazons  is 
being  dragged  from  her  horse.  In  another  a  Greek  has  planted  his 
foot  on  the  thigh  of  an  Amazon,  and  is  dragging  her  backwards  by 
the  hair.  In  the  third  we  see  two  single  combats  between  Greek  and 
Amazon,  in  one  of  which  the  Greek,  and  in  the  other  the  Amazon,  is 
succumbing. 

>  Curtius,  Pelop,  i.  330.  Fragni.    14,   sec.    16,  and  Stackelberg,  Der 

J  For  the  myth  of  Caeneus,  vid.  Ovid,  Met,  Apollon-iempel  zu  Bassae^  p.  73 ;   Millingen, 

xii.  189.     According  to  another  version,  he  Vases CrccqueSy-^,  viii. ; and Tischbein,  Vasen^ 

was  buried  under  trees  (Orph.  Argon,  v.  1 70,  ii.  8. 

apud  ApoUon.  Rhod.  i.  59).     Conf.  Pindar, 
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CHAPTER    XXVII. 

SCULPTURES    OF  ERECHTHEIUM   AND    THE 
TEMPLE  OF  NIKE  APTEROS  {OL,  92.  4). 

The  Hall  of  the  Caryatides,  and  Fragments 
OF  THE   Frieze. 

Unlike  the  Parthenon,  the  Erechtheium,  which  also  stands  on  the 
Acropolis,  and  is  of  the  Ionic  order,  was  one  of  the  principal  temples 
for  sacrifice  and  worship  in  Athens.  The  original  building  was  de- 
stroyed by  fire  when  the  city  was  taken  by  the  Persians  ;  a  new  build- 
ing, on  a  more  magnificent  scale,  was  almost  immediately  commenced, 
but  not  completed  before  Ol.  92.  4  (B.C.  409).  It  appears  to  have 
been  really  a  complex  of  three  separate  temples  (fig.  131),  the  eastern 
half  being  dedicated  to  Erechtheus,  and  the  western  to  Ath^nfi  Polias, 
with  which  a  sanctuary  of  Pandrosos  (Pandroseion  *)  was  connected. 

The  Erechtheium  was  entered  by  a  prostyle  portico  on  the  east ; 
and  the  Temples  of  Athene  Polias,  and  Pandrosos,  by  two  halls 
{irpoiTTas)  on  the  north-west  and  south-west  corner  respectively.* 

The  ground  on  .which  the  Erechtheium  stood,  which  was  of  two 
different  levels,  possessed  a  peculiar  sanctity,  as  the  scene  of  the 
contest  between  Ath^n^  and  Poseidon  for  the  Attic  territory ;  and 
this  will  account  for  the  singular  form  of  the  structure.  The  gift 
of  Poseidon — the  Salt-spring — was  in  the  Erechtheium,  in  which 
he  had  an  altar  also;  and   the  Olive  of  Ath6n^  Polias   was  in  her 


'  Pausaii.  i.  27.  3 :  ry  vau^  Z\  t^j  ^Mr^vai  gusson,  1 876. 

Xiwtp6iTQ\)  vojbi  avpfxhf  ^<'^^  "^ol  f<m  Udr-  *  On  some  particulars  of  the  construction 

Bpotros  is  rriy  iraptucaroB^miv  iyairios  rSov  of  the  Erechtheium,  vid.    A.   S.  Murray  in 

il^f\ip&v  fi6yri,     Conf.  7Ae  Erechtheium  aud  Journal  of  Hellenic  Studies,  vol.  i.  p.  224. 
Temple  of  Minerva  Polias  restored ,  by  J.  Fer- 
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own  temple.*  Pausanias  was  told  that  *  this  olive,  being  burnt  when 
the  Persians  took  the  city,  grew  again  on  the  same  day  to  the 
height  of  two  cubits.*^  In  her  sanctuary  too  was  the  sacred 
Erichthonian  serpent,  which,  as  Herodotus  tells  us,  ceased  to  eat  the 
honey  cake  before  the  battle  of  Salamis. 

The  porticoes  of  the  two  larger  temples  had  Ionic  pillars  of  the 
usual  kind,  but  that  of  the  sanctuary  of  Pandrosos,  having  no  pedi- 

FiG.   131. 


THE   ERECHTHEIUM   ON   THE  ACROPOLIS    RESTORED. 

ment  or  roof  above  it,  and  being  therefore  light,  was  supported  by  six 
female  figures  (fig.  132).  These  arc  simply  called  Kopai  in  the  very 
interesting  fragment  of  a  bill  discovered  in  Athens,^  containing  the 
names  of  artists  employed  on  the  frieze  of  the  Erechtheium,  and  the 
prices  charged  for  their  work.  They  are,  however,  generally,  though  less 
correctly,  known  by  the  name  of  Caryatids,^     It  is  just  this  smaller 


•  Vid.  Soph.  lEd.  Col.  yoo,  and  i^schyl.  *  For  controversy  on  this  building  conf. 
SuppL  214.  Thiersch,  Epikrisis  der  neu^sten  UfUcrsuch. 

*  Pausan.  i.  27.  dcs  Erechtheiims,  Miinchen,  1857 ;  Bolticher, 
■  Stephani,  Anndl,  d,  Inst,  1 843.      Tav,  BeHchie  iiber  du  Untersuch,  auf  der  Aero- 

d'Agg,  i.  No.  2,  p.  294.  polis,  Berlin,  1862. 
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and  least  important  entrance  to  the  Erechtheium  which  has  suffered 
least  from  the  ravages  of  time.  Five  of  the  *  maidens '  were  still 
performing  their  arduous  duty  when  Stuart  and  Revett  visited  Athens 
in  1837.  The  sixth  and  best,  which  was  taken  away  by  Lord  Elgin, 
and  is  now  in  the  British  Museum,  has  been  replaced  by  a  copy  in 
terra-cotta  (fig.  133). 

The  idea  of  substituting  the  human  form  for  pillars  was  familiar 
to  decorative  art  of  a  much  earlier  age,  but  it  was  not  introduced 

Fig.  132.  Fig.  133. 


CARYATIDES  OF  THE  PANDROSEION, 


into  architecture  before  the  Persian  wars.  The  origin  of  the  Caryatid 
is  very  uncertain.  Some  writers  suppose  that  it  is  derived  from  the  town 
of  Caryae  in  Laconia,  which  was  destroyed  by  the  Athenians  as  a  pun- 
ishment for  the  treachery  of  its  inhabitants  to  the  Greek  cause  after  the 
battle  of  Thermopylae.  The  women  of  Caryae  are  represented  as  bearing 
eternal  burdens  in  memory  of  the  slavery  to  which  they  were  reduced. 
These  figures,  however,  arc  connected  with  another  legend. 
We  read   in  Pausanias  of  two  virgins,  who  dwelt  not  far  from  the 
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Temple  of  Athene  Polias,  called  CanephorcB  (basket-bearers).  *  These 
maidens  dwell  for  a  certain  period  with  the  goddess,  and  when  the 
festive  day  arrives  they  carry  on  their  heads  in  the  night  certain 
things  which  the  priestess  orders  them  to  take  ;  the  priestess,  however, 
neither  knowing  what  she  gives  them,  nor  the  virgins  what  they  carry.'  * 
It  is  thought  that  the  basket-like  capital  above  the  head  of  the  maidens 
may  be  a  reminiscence  of  these  Canephorae. 

In  the  first  instance  probably  the  idea  of  compulsory  and  servile 
labour  is  connected  with  this  architectural  j.^^    , 

r IG.    134* 

novelty.  This  was  certainly  the  case  with 
the  Atlantes,  the  giants  (fig.  134)  who 
support  the  roof  of  the  Temple  of  Zeus  at 
Agrigentum  with  bowed  heads  and  up- 
lifted arms,  and  are  evidently  bear- 
ing a  weight  which  it  needs  all  their 
strength  to  uphold.  In  the  case  before 
us  ^the  maidens'^  seem  to  be  perform- 
ing a  voluntary  and  comparatively 
easy  task  in  honour  of  the  deity 
they  serve.  Their  rich  dress,  stately 
bearing,  and  erect  heads  banish  all  ideas 
of  meanness  and  servility.  The  massive 
strene^th  of  their  frames  compared  with 

*>  ^  ATLANTES. 

the  light  weight  they  bear,  establishes 

that  harmony  between  the  bearer  and  the  borne  which  accords  with 
the  fundamental  principle  of  Greek  architecture — that  every  member 
of  a  building  must  not  only  rest  securely  on  its  support,  but  appear  to 
do  so.  They  bear  their  burden  easily,  as  we  see  from  the  fact  that 
the  hands  are  unemployed,  except  in  slightly  lifting  the  robe.  The 
knee  of  one  leg  is  a  little  bent,  so  as  to  give  some  life  and  grace  to 
the  human  pillar,  without  interfering  too  much  with  its  architectural 


'  Forchhammer  {*  Erechtheionu.  T.o/A.  daughters  of  Erechtheus,  raised  to  heaven 

Polios'  in  Arch.  Zeit,  1876,  p.  76)  tries  to  as  the  Hyades,   who  had  sacrificed   them- 

bring  them  into  connexion  with  Erechtheus,  selves  for  their  country.     The  name  of  the 

and   derives  their  name  from  the  channel  analogous  Hyakinthides  (and  Kop-uciTiJcj  ?) 

above  their  heads  by  which  the  water  ran  also  points  to  their  relation  to  rain.' 
off  the  roof.     *  They  are,'  he  says,  *  the  six 
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character.  On  their  heads  is  the  soft  pad  (riJXiy),  on  which  the  basket-like 
architectural  decoration  takes  the  place  of  the  customary  Ionic  capital, 
and  is  adorned  with  the  echinus  and  astragal.  The  long  tresses  at  the 
back  of  the  head  fill  up  the  curve,  and  give  the  necessary  appearance  of 
strength  to  the  neck.  Although  the  laws  of  architecture  require  that 
all  these  figures  should  be  alike  in  design — the  only  difference  being 
that  the  three  on  the  right  hand  of  the  spectator  rest  on  the  left  leg, 
and  the  three  on  the  left  hand  on  the  right  leg — yet  there  is  a  con- 
siderable difference  of  merit  in  the  execution.  The  well-known  figure 
in  the  British  Museum  is  greatly  superior  to  the  others,  especially  in 
the  treatment  of  the  drapery,  and  is  evidently  by  a  different  hand.* 


The   Frieze  of  the   Erechtheium   in  Athens. 

The  reliefs  of  the  Erechtheium  were  not,  as  was  usual,  carved  on  the 
surface  of  the  frieze,  but  each  figure  was  made  separately  of  Pentelican 
marble,  and  fixed  on  a  background  of  black  Eleusinian  stone,  which 
was  probably  coloured.  The  remains  of  this  work  arc  so  insignificant 
that  we  are  obliged  to  have  recourse  to  the  bill  mentioned  above  to  get 
an  idea  of  the  scene  represented.  In  this  interesting  inscription  we  only 
find  mention  of  human  beings — men,  women  and  children — and  among 
the  figures  preserved  are  two  similar  groups  of  a  woman  with  a  boy 
on  her  lap?  But  there  are  fragments  of  a  Biga  zvith  a  driver  in  it, 
and  of  a  Quadriga.  Some  writers  think  that  indications  of  mytholo- 
gical subjects  are  to  be  found,  and  that  both  gods  and  men  were  repre- 
sented, as  on  the  Parthenon.^  The  style  of  these  remains  resembles 
that  of  the  sculptures  of  the  Temple  of  Nike  Apteros ;  in  both  we 
find  the  soft  and  graceful  characteristics  of  Attic  art  with  a  tendency, 
as  compared  with  the  grand  epic  simplicity  of  the  Parthenon,  to  the 
more  agitated,  individual,  lyric  manner  of  a  later  school. 


'  We  see  in  Ihem  what  Caryatids  ought  terlehrey  ii.  252. 
to  be.     We  need  only  look  at  a  house  in  «  Friederichs,    Bausi,    p.     186.     Bmnn, 

Park  Lane  to  see  exactly  what  they  ought  Kiinstier-Gesch,  i.  248.    Bergk  has  attempted 

not  to  be.  to  reconstnict  the  frieze  from  the  materials 

«  Demeter  and  lacchus  ?    Wclcker,   Got-  ftirnished  by  this  inscription. 
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We  gather  from  the  bill  of  works  that  the  persons  employed  were 
for  the  most  part  mere  artisans,  who  received  about  sixty  drachmas 
(£2  Sj.)  for  each  figure  ;  and  here  again  we  see  how  deeply  the  Attic 
handicraft  of  the  period  we  are  speaking  of  was  penetrated  by  the 
spirit  of  the  noblest  art. 

Sculptures  from  the  Temple  of  Nike  Apteros 

(LONDON   AND   ATHENS). 

This '  pearl  of  Ionic  architecture'  is  of  surprisingly  small  dimension, 
measuring  not  more  than  twenty-seven  by  eighteen  feet  It  is  amphi- 
prostylos  tetrastylos^  i.e.  having  four  columns  at  the  eastern  and  western 
fagades  respectively  (fig.  135).  It  stood,  and  once  more  (since  1835) 
stands,  on  a  buttress  of  the  S.  wall  of  the  Acropolis,  the  very  eminence 
from  which  the  unhappy  ^Egeus  is  said  to  have  thrown  himself  in 
despair  at  seeing  the  black  sails  still  hoisted  on  the  ship  of  Theseus 
when  he  returned  from  the  slaughter  of  the  Minotaur.  Pausanias 
clearly  indicates  its  position  by  saying  that  it  stood  on  the  right  hand 
of  the  grand  flight  of  steps  leading  up  to  the  Propylaea,  and  that 
the  statue  of  the  triple  Hecate  Epipyrgidia  ^  (on  the  tower)  was 
near  the  temple  of  Nike  Apteros.  It  was  seen  in  its  original  state  by 
Spon  and  Wheler  in  1675,  but  was  soon  afterwards  destroyed  by  the 
Turks,  with  the  fortunate  exception  of  the  Kprjirihay^  (basement). 
They  used  the  precious  materials  of  this  beautiful  little  sanctuary  to 
construct  a  battery  when  they  were  besieged  by  the  Venetian  army  in 
1687.  Happily,  however,  nearly  all  the  fragments  were  discovered  and 
collected  by  Ross,  Schaubert  and  Hansen  in  the  year  1835,  by  whom 
the  building  was  restored  to  nearly  its  original  condition. 

The  temple  was  generally  called  by  the  name  of  Nike  Apteros 
(wingless  victory),  but  it  was  really  dedicated  to  Athena  Nike.  The 
Goddess  of  Victory  is  here  regarded  not  as  an  independent  deity,  but 
as  an  emanation  from,  as  a  numen  or  phase  of,  that  Goddess  of  hoar 
antiquity,  the  awful  Athene  Polias,^  whom  the  Athenians  regarded  not 


Pausan.  ii.  3.  2.  noA«<£y,  ^  <r<^f€i /i*  de/.  On  which  the  Scholiast 

Sjphocles, /*-4i/tv/.  135:  N(iciy  t' ^A^cb'o       remarks,   o0t«j    ^    iroAiovxos    ^k9y\va    Nf«ij 
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only  as  the  possessor  and  guardian,  but  as  the  very  divine  personifica- 
tion of  their  city.^ 

Fig.  135. 


THE  TEMPLE  OF  NIKE  APTEROS   AT   ATHENS. 


fcaActrai  h  rji  'ATTtKfi.  Conf.  Eurip.  Ion, 
451,  and  Aristides,  'AOr^Ka,  i.  p.  26,  ed. 
Dindorf :  ('A^i^a)  \\  fi6vri  fi^w  &irdyTMy  Btwv 
dfu>to»s  9h  ircur&y  oi/K  iirt&yvfios  rris  vIktis 
itrrlv  d\X'  6fi<&vvfios,  A  good  idea  of 
Athena  Nike  may  be  gained  from  a  well- 
known  relief  in  the  Louvre,  in  which  a 
warrior  is  returning  thanks  to  a  small  image 
of  Athena  Polias  on  a  pillar  for  his  victor}', 
represented  by  a  winged  Nike  who  comes  to 
meet  him  with  a  branch  in  her  hand. 

'  Although  we  see  that  Nike,  at  a  very 


early  period,  had  a  sanctuary  and  cuU  of  her 
own,  her  intimate  connexion  with  Ath6n^ 
appears  never  to  have  been  lost  sight  of,  nor 
does  she  appear  to  have  assumed  any  fixed 
or  permanent  type  in  Greek  art.  Her  image 
is  found  in  various  sizes — now  as  a  full-grown 
powerful  maiden,  and  now  as  a  little  child. 
She  appears  with  different  attributes  accord- 
ing to  the  occasion— the  garland,  the  fania 
(head-band),  and  ihe  icnp^Kfioy  (herald's  stafl); 
and  she  is  sometimes  fully  robed,  and  some- 
times nude  (vid.  Gem.  hifia,  fig.  150,  p.  331). 


Digitized  by 


Google 


THE    WINGLESS   VICTORY,  321 


Wings  were  given  her  at  an  early  date,^  and  they  are  large  and 
strong,  in  accordance  with  the  nature  of  victory,  which  comes  suddenly 
and  with  overpowering  force.  But  as  constant  attendant  and  inseparable 
companion  of  the  invincible  Pallas,  she  was  represented  without  wings 
{aiTTspos).  The  idea  of  a  wingless  victory  is  likely  to  occur  to  every 
high-spirited  nation.'  The  Lacedaemonians,  we  are  told,'  set  up  a  statue 
of  Enyalios  (Ares,  Mars)  in  chains^  *  with  the  same  design  as  the  wing- 
less victory  at  Athens,  that  he  might  never  leave  them.* 

The  controversy  respecting  the  origin  and  date  of  this  peculiar  re- 
presentation of  Athene  has  turned  in  some  degree  on  a  passage  of 
Heliodorus  quoted  by  Harpocration,  in  which  it  is  said  that  the 
xoanon  of  Athena  Nike  at  Athens  had  a  helmet  in  ker  left  kandj  and 
a  pomegranate  in  her  right}  As  the  pomegranate  is  almost  unknown 
in  art  as  an  attribute  of  Ath^n^,  it  has  been  argued  by  some  writers 
that  the  cult  of  Athena  Nike  was  of  a  comparatively  late  origin.* 

Two  of  the  latest  and  most  important  writers  on  the  subject, 
Kekul^  and  Benndorf,  maintain  that  the  Temple  itself  was  built  under 
the  auspices  of  Cimon,  and  therefore  before  the  building  of  the 
Propylaea  (437-432  B.C.).^  It  is  generally  acknowledged  that  the 
plastic  ornaments  both  of  the  Temple  and  the  Balustrade  represent 
some  great  warlike  achievements  of  the  Athenians  ;  and  Benndorf 
conjectures  that  the  subject  of  the  frieze  of  the  Temple  was  a  victory  by 
land,  and  that  of  the  reliefs  of  the  Balustrade,  a  victory  by  sea.  This 
double  triumph  he  thinks  could  be  no  other  than  the  one  gained  by 
Cimon  on  the  Eurymedon,  Ol.  78  (RC.  465).    It  was,  as  we  read,  from 


'  Either    by  the    Chian    school    or    the  The  pomegnmate  or  the  apple  was  attributed 

Thasian  painter  Aglaophon  (Schol.  Aristoph.  to  Aphrodite,  Here,  Cora,  Nemesis,  and  other 

Aves,  574.  Kekule,  dit  Balustrade  d,  Athena  deities.    The  red  colour  is  derived  from  the 

Nike  Tempels^  p.  9).  blood  of  the  patriot  Menoikeus,  who  volun- 

2  It  is  only  lately  that  Britannia  Nike  has  tarily  offered  himself  to  death  for  the  plory 

developed  wings  on  the  Darwinian  principle  of  his  country  (Apollodor.  iii.  6.  7.     Eur. 

oi' appetency:  Phom.  *n(i), 

•  Pausan.  iii.  15.  5.  *  Locschke(ap.  Kekule,  ^/.  aV. )  points  out 

*  Harpocration  (and  Suidas),  s.  v.  Ni'in?  that  when  the  temple  revenues  at  Athens  were 
*A6Tyvo.  hvKQv^oi  iv  r^  irtplrris'Upftas-  Sri  divided  between  Ath6n8  Polias  and  the  other 
84  "NiKfis  ^ABiivas  l6avov  imr^pov  ^xov  deities  collectively,  no  mention  was  made  of  a 
iv  fxkvr^Zt^i^Poidvt  iv^ir^  thvv<nitp  temple  of  Athena  Nike. 

KpdvoSy  irifMTo   irop*  ^ABrfyalois  ScS^Awfccy  •  'Bej\j\doriy  Ueder  das  Cultbild  der  Athena 

'Hki6h»pos  6  wtpirryrirh'  ^^  «'  «P^  iirpoirrfXcwj.  Nike,  Festschrift,  1879. 
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the  spoils  taken  in  these  battles  that  he  built  the  S.  wall  of  the 
Acropolis,*  on  the  buttress  of  which  stands  the  Temple  of  Athena 
Nike.  Now,  it  is  a  curious  coincidence,  at  least,  that  the  rare  attri- 
bute of  Athene,  the  pomegranate,  should  be  found,  in  connexion  with 
this  Goddess,  on  the  coins  of  Side'^  in  Pamphylia,  which  lies  only 
twelve  or  fifteen  miles  to  the  E.  of  the  mouth  of  the  Eurymedon. 
In  this  Cum^ean  colony  there  was  a  temple  of  Athend,  who  appears 
to  have  been  its  tutelary  deity .^  On  these  and  other  grounds  Benndorf 
conjectures  that  Cimon  established  the  Athene  Polias  of  Sidd,  with 
the  local  and  significant  attribute  of  the  pomegranate,  in  a  temple  on 
the  Acropolis  at  Athens,  as  Athena  Nike,  in  commemoration  of  his 
double  triumph  on  the  Eurymedon. 

As  an  additional  testimony  to  the  antiquity  of  the  image  of  Athena 
Nike  Benndorf  adduces  the  painting  on  an  Attic  vase  (a  lecythus) 
in  the  British  Museum.  This  interesting  work  was  discovered  by  him 
during  a  recent  visit  to  London  (1880),  and  has  been  published  by 
Prof  Kekuld  in  his  learned  treatise  on  the  Balustrade  (fig.  136). 
He  thinks  that  the  Goddess  here  represented  with  what  he  takes  for 
a  pomegranate  in  her  hand  is  a  copy,  though  not  an  exact  one,  of 
the  temple-image  of  Athena  Nik^. 

Although  this  peculiar  cult  has  left  but  meagre  traces  in  ancient 
literature,  it  may  be  worth  while  to  refer  to  an  epigram  of  Nicarchus 
of  the  first  century  of  our  era,  in  which  Benndorf  finds  a  direct  re- 
ference to  the  pomegranate-bearing  Athdnfi.  In  this  stanza  Aphro- 
dite is  represented  as  upbraiding  Ath^nfi  with  bearing  in  her  hand  the 
apple  (fjiijXov^)  which  Paris  had  awarded  to  Aer:  — 


*  Plut.  Cimon,  13:  wpa04rruy  84  rwv  Side  (5f8i?,  a  pomegrante).  Conf.  Benndorf, 
alx/M\(&TOjy  Xap^puy  (of  the  battle  on  the  op.  cU.  p.  27.  . 

Eurymedon)  «fj  t€  rk  HKXa  x^fMtriy  6  8^/ios  *  Strabo,    14,    667  :    tha    Mhi    Kvfudvy 

Kartfftvairw  dir'  iicfirnf  tinrofrfitreu  t^j  trrpa-  *  Among  the  Greeks  the  apple  was  the 

r€las.     Conf.  Ross,  754^  TempU  of  Athma  symbol  of  love.     Vid.  Catull.  65,    19,  and 

NikL  Lucian,  Dial,  Mcreir,  12.  i.     In  proof  that 

*  Mionnet,  Descr,  de  M^dailles,  iii.  pp.  this  word  may  be  applied  to  the  pomegra- 
471,  478,  479;  Suppl.  vii.  pp.  63,  65,  68,  nate,  Benndorf  (op.  cit,  p.  26)  quotes  He- 
69,  71.  Eckhel  {Doctrina  Numorum,  iiL  sychius,  */i^Xof-  iraj  Kaf)w6s,*  and  refers  to 
p.  15)  was  the  first  to  point  out  that  t^e  the  fact  that  the  coins  of  the  island  of  Mflos 
pomegranate  was  the  device  of  the  town  of  bore  a  pomegranate  on  them  as  symbol. 
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IlapS4y€  Tpiroyivtta  ri  rrfv  Kvjrptv  ofyri  fi€  Xvjrctr 

Tovphv  d'  dpncikiq,  bS>poy  cxccr  ncLkdp.fi 
Mfpvrja-ai  to  vdpoiB€V  cV  'idaiotr  <rKoiri\ouTiv 

las  Hdpis  ov  (r€  KaXrjVf  oXX'  c/a*  idoyparnrtv, 
26v  b6pv  Koi  a-OKos  iariv  •  ip6v  dc  rh  prjKov  \}irdp\€i  • 

dpKti  r^  fi^X^  Ktivoi  6  irp\p  iroktfios.^ 

Why  wrong  the  Cyprian  goddess,  thou  lake-born  maid  divine  ? 
Why  hold  within  thy  greedy  hand  a  guerdon  that  is  mine  ? 
Bethink  thee  how  in  ancient  days,  on  Ida's  rocky  height. 
Not  thee  the  swain  decreed  supreme — but  me  by  beaut/s  right. 
Thine  is  the  pride  of  spear  and  shield,  but  mine  the  fruit  of  gold  : 
Enough  that  from  an  apple  sprang  the  famous  war  of  old. — H.  A.  P. 

Fig.  136. 


IMAGE  OF  ATHENA   NIKft   FROM   A   VASE   IN   THE  BRIT.    MUSEUM.* 

It  is  unnecessary  to  remind  the  reader  that  the  foregoing  theory 
of  Benndorf  rests  mainly  on  conjecture,  and  is  open  to  many  ob 
jections.     But,  like  all  which  comes  from  this  distinguished  writer,  it 
is  worthy  of  serious  consideration. 


>  Palat.  /IfUAo/.  ix.  576.      *  Taken  from  Kekule's  £>u  Balustrade  d.  Ath,  Nike  Tcmpcl 
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The  same  may  be  said  of  his  conjecture  respecting  the  artist 
who  executed  the  temple-image  described  by  Harpocration.*  In 
a  well-known  passage  of  Pausanias  we  read,  *Near  the  statue  of 
Athene  (in  the  Altis  at  Olympia)  there  is  a  statue  of  Nike,  which  was 
dedicated  by  the  Mantineans  for  some  war  not  indicated  in  the  in- 
scription. Calamis  is  said  to  have  made  it  witJiout  luings,  in  imitation 
of  the  statue  called  Nike  Apteros  at  Athens.*  ^  Now  if,  as  Benndorf 
assumes,  Calamis  stood  in  somewhat  of  the  same  relation  to  Cimon 
as  Pheidias  to  Pericles,  it  is  not  improbable  that  this  distinguished 
artist  would  be  employed  to  execute  the  image  for  the  new  Temple 
of  Athena  Nikd,  and  that  he  subsequently  made  a  copy  of  the 
Athenian  work  for  the  victorious  Mantineans.^ 


The  Frieze  of  the  Temple  of  Nik6  Apteros. 

The  Temple  of  Athena  Nik6  was  ornamented  by  a  sculptured 
frieze  which  ran  round  the  whole  building  above  the  epistyle.  The 
reliefs  on  the  N.  and  W.  were  taken  away  by  Lord  Elgin,  and  are  now 
in  the  British  Museum.  Each  of  the  four  sides  has  a  distinct  compo- 
sition, the  most  intelligible,  or  rather  the  least  unintelligible,  in  cha- 
racter being  that  on  the  principal  or  E.  fa5ade  (fig.  1 37).  The  figures 
are  too  much  mutilated  to  allow  of  our  forming  any  clear  idea  of  the  sub- 
ject of  even  this  relief,  but  the  presence  of  a  Winged  boy  between  two 
female  figures  at  the  left  extremity,  and  of  Pallas  with  shield  and 
cegis  between  two  male  figures  in  the  centre,  warrant  the  conjecture 
that  we  have  before  us  an  assembly  of  the  gods.  Sixteen  of  the  per- 
sonages in  this  composition  seem  to  be  females  in  long  robes,  all  of 
them  without  heads,  and,  with  the  exception  of  Pallas,  without  attri- 
butes. 


*  Vide  supra^  p.  321,  note  4.  •  Vide  Benndorf  (<?/.  cii,  p.  44),  who  refers 

^  Pausan.  v.  26.  6 :  ica^  Z\  rV  ^My\¥av  to  a  similar  case  in  which  Canachus  made  an 

ireirofTjTOi  Nfioy  •  miyrt^v  Mcumy^is  kyiB^aca^y  Apollo  in  bronze  for  the  temple  at  Branchid?e, 

rhv  ir6\ffioy  Sk  ov  SiiXovaiy  iv  r^  iiriypafi-  and  a  replica,  of  exactly  the  same  dimensions, 

ftdri.     Kd\afits  Bk  oIk  l^x^^*^^  irrepA  woirjaai  in  cedar  wood,  for  the  Temple  of  the  Ismenian 

\4yfrcu  awofiifiovfifvos  rh  ^AO-fiyjiai  t^j  *AirT^-  Apollo  at  Delphi. 
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Botticher  ^  thinks  that  the  third  figure  to  the  left  of  Ath^n^  is 
Pan,  who  through  Pheidippides  ^  promised  assistance  to  the  Athenians 
at  Marathon.  The  head  of  this  figure  is  wanting,  but  there  are  indi- 
cations of  goat's  thighs. 

There  is  little  doubt  that  the  central  figure  of  this  (E.)  frieze  is 
Pallas  herself,  and  that  she  is  making  her  first  appearance  among  her 
Olympian  peers— not,  as  in  the  pediment  of  the  Parthenon,  on  the 
occasion  of  her  strange  birth,  but,  according  to  Benndorf  *s  view,  on  her 
first  arrival  from  the  banks  of  the  Eurymedon,  and  at  her  inauguration 
in  the  new  temple  prepared  by  the  grateful  victors.*  The  other 
figures  are  for  the  most  part  doubtful.  It  is  supposed,  however,  that 
on  either  side  oi  Athini  are  Zetis  and  Poseidon  ;  and  though  many 
writers  will  undertake  to  recognise  almost  all  the  great  gods  of  Greece 
in  this  mutilated  frieze,  these  three,  and  Aphrodite  with  her  attendant 
satellites  Eros  and  PeithOy  are  all  that  a  sober  eye  can  see.* 

The  friezes  on  the  N.  and  S.  sides,  which  closely  resemble  one 
another,  represent  a  battle  between  Greeks  and  Persians^  recognisable 
by  their  trousers  and  their  mounted  leaders  (fig.  137,  (C)  ;  that  on  the 
W.  side,  on  which  a  trophy  is  discernible,®  a  battle  between  Greeks  and 
Greeks  (i.e.  between  Athenians  and  the  Greek  allies  of  Persia),  and 
both  these  scenes  coincide  with  the  theory  that  the  victories  on  the 
Eurymedon  are  here  immortalised. 

The  Balustrade  of  the  Nik6  Temple. 

The  N.W.  comer  of  the  little  temple  described  above  abuts  (fig. 
138)  on  the  scarped  Cimonian  wall  (on  the  S.  side  of  the  Acropolis), 
which  ran  parallel  to  the  grand  flight  of  steps  leading  up  to  the  Pro- 
pylaea.^  From  this  ascent,  and  at  right  angles  to  it,  rose  a  smaller 
flight  of  stone  steps  (fig.  138,  a  —  a)\x\  the  direction  of  the  N.E.  angle 


*  K'm,  Museen,  p.  91.  them  the  female  bosom,  and   the  peculiar 

*  Herod,  vi.  10.     Pausanias  (i.  28)  calls  shield  and  quiver  which  they  bore, 
him  Philippides,     Conf.  viii.  54.  •  Ross,  Die  Acropolis  PL  xi.  i. 

«  Benndorf,  op.  cit,  p.  42.  »  Vid.  Leopold  Julius,    *  Ufbcr  dm  Siid- 

*  Vid.  Kekul^,  op,  cit,  fl^g^l  der  Propylaien   und  des    Tempeh   d. 
»  Botticher  {Kim.  Mus.  p.  88)  calls  them  Athena  Nike,' '\n  ^tx\  Mitthnlung,  d.  dei*tsch, 

Amazons,  and   thinks  that  he  discovers   in  Arch.  Inst,  in  Athens,  i.  p.  216. 
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bct^^en 


of  the  temple.*  A  triangiii*r  apace  was  thus  formed  botwen  the  edge 
of  the  buttress,  the  N.  side  of  the  temple,  and  the  line  bordering  the 
short  flight  of  steps.  For  the  sake,  probably,  of  ensuring  the  safety 
of  the  worshippers,  a  parapet  composed  of  stone  slabs  about  three  feet 
high  was  erected  on  the  longest  and  shortest  sides  of  this  triangle. 
Several  of  these  were  discovered  by  Ross^  and  his  friends  in  1835,  and 
were  found  to  contain  reliefs  of  the  most  exquisite  beauty,  the  effect  of 


Fig.  138. 


GROUND   PLAN   OF   NIKfi  TExMPLE.* 


which  was  heightened  by  metal  ornaments,  and  probably  by  painting. 
These  first  discoverers  appear  to  have  limited  the  Balustrade  to  the 
two  sides  of  the  triangle  on  the  N.  and  E.,  and  other  writers,  among 
them  our  own  Penrose,  adopted  their  views  in  this  respect.  The 
searching  and  fruitful  investigations  of  Carl  Bottichcr,  Kekulc,  Bcnn- 


*  Botticher  [op,  cii. )  thinks  that  these  stej5s 
are  of  Prankish  origin. 


*  Tempeld,  Nike  Apteros,  Berlin,  1839. 
>  From  Kekule's  BaL  d.  A.  N.  Tempels, 
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dorf,  Schone,  Bohn,  Petersen,  Loeschke,  Julius  and  others,  have  led 
p,Q   ,-o  to  different,  though  not  always  to  final 

or  concordant,  conclusions.  In  his  most 
recent  work  on  the  subject  Prof.  Kekule 
endeavours  to  prove  that  the  parapet 
was  carried  not  only  along  the  N.  side, 
and  the  line  of  the  small  flight  of  steps 
to  the  E.  {a — a\  but  along  the  W. 
and  S.  sides,  and  again  at  right  angles 
from  the  S.  towards  the  S.E.  comer  * 
of  the  Temple.  For  this  last  continua- 
tion from  the  S.  line  (fig.  138,  b — b) 
his  reasons  seem  hardly  adequate.* 
Botticher'  carries  the  S.  line  of  the 
Balustrade  still  farther  to  the  E. 

The  entire  length  of  the  parapet, 
according  to  this  theory,  was,  roughly 
speakings  about  no  feet — 30  on  the  N. 
side,  36  on  the  W.,  27  on  the  S.,  7 
bordering  the  steps  on  the  N.,  and  10 
running  from  the  S.  side  of  the  court 
towards  the  S.E.  angle.  As  the  only 
entire  slab  is  about  4  feet  in  width, 
there  would  thus  be  space  for  twenty- 
eight  slabs.  It  is  further  calculated 
that  these  slabs  would  contain  fifty-six 
human  figures.*  Fragments  of  forty-two 
of  these  have  been  discovered  at  dif- 
ferent times,  and  as  the  search  has 
been  a  very  complete  one,  we  must  suppose  that  fourteen  are  irre- 
vocably lost.     Although   so  much  of  this  beautiful  work  has  been 


VICTORY  ERECTING  A  TROPHY. 


THE   FIGURE  ABOVE   RESTORED. 


»  Die  Reliefs  an  d.  Balustrade  d.  Nike 
Tempels,  1880.  Conf.  Bohn,  Arch,  Zeit. 
1880,  pp.  85-91. 

•  See  a  very  valuable  contribution  by  E. 
Petersen  in  the  Oesterr,  Zeitschrift  fUr  Gym- 


nasiahvesen^  Juni  188 1. 

«  *DerThymele  der  Athena  Nike,'  Ber- 
lin, 1880. 

*  Vid.  KekuM,  op,  cit. 
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altogether  destroyed,  or  effaced  by  time  and  neglect  past  recognition, 
there  still   remains  enough  not  only  to  maintain  its  high  reputation 


GROUP  ERECTING  A  TROPHY,    FROM   A   VASE   IN  THE  BRIT.   MUS. 

as  a  work  of  art,  but  to  give  us  a  clear  idea  of  its  general  design 
and  character.  With  the  exception  of  Ath^n^  herself,  whose 
figure  occurs  on  two  slabs — in  one  of  which  she  is  seated  on  a  ship. 

Fig.  141. 


BAS-RELIEF  OF  TWO   NIKAI   AND  COW. 


and  in  another  on  a  throne — all  the  actors  in  the  scene  are  winged 
Victories,  Athena  Nike  appears,  of  course,  as  Apteros  (wingless), 
but  she  has  about   her   a   legion  of  attendant   Nikai   whose   large 
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strong  wings   denote   the   swiftness  with  which  they  carry  out  her 
sovereign  behests.     The  operation  in  which  the  Nikai  are  engaged 

Fig.  142. 


GROUP  OF  VICTORIES  AND  COWS   RESTORED.' 

is  principally  of  two  kinds — the  performance  of  a  sacrifice  and  the 

erection  of  a  trophy ;  and  in  the  active  performance  of  this  duty,  their 

-,  light   and  slender  forms  are  thrown  into 

Fig.  143.  ^ 

_  every  variety  of  graceful  attitude.  The  best 

preserved  of  the  reliefs  show  us  (i)  ^  Nike 
preparing  to  fix  a  /lelmet  on  a  trophy  (fig. 
139),  of  which  scene  we  have  a  beautiful 
copy  on  a  small  Attic  vase  in  the  British 
Museum,  of  the  first  half  of  the  fifth  century 
B.c.^  (fig.  140)  ;  (2)  two  Nikai  leading  with 
some  difficulty  a  sacrificial  cow?  which  is 
purposely  made  small,  so  as  not  to  seem 
altogether  beyond  their  control  (figs.  141, 
142);  and  (3)  the  well-known  and  exquisite 
figure:  of  a  Nike  in  the  act  of  raising  Iter  foot  to 
adjust  Iter  sandalydind  hence  generally  known 
by  the  name  of  the  Sandal-looser^  (fig.  143). 
FROM  THE  BALUSTRADE  OF  THE   Thcrc  are  few  remains  in  the  whole  range  of 

TEMPLE  OF  ATHENA  NIKK.        -   ^    ^   i.  •  v   i.         i.        ...» 

ancient  art  which  show  such  exquisite  de- 
licacy of  feeling  and  execution  as  we  see  in  the  gracefully  flowing 
lines  of  these  lovely  forms. 

*  From  Kekule,  op.  cit,  in  Michael  is. 

*  Conf.  Plelbig,  Wandgenidlde^  No.  941.  *  No  cast  or  drawing  c/n  give  a  just  idea 
■  This  motif  looks  as  if  it  had  been  bor-       of  this  lovely  figure. 

rowed  from  the  Parthenon  frieze,  PI.  xxxix. 


Digitized  by 


Google 


FIGURES  OF  VICTORY  ON  GEMS,  331 

Besides  these,  as  we  have  said,  there  are  fragments  of  tivo  figures 
of  Athini,  of  two  cow»,  of  a  rudder,  and  of  Persian  weapons.  Before 
Athend  seated  on  a  ship  (fig.  144)  we  may  suppose  that  the  Nikai 
are  busily  prepared  in  erecting  a  trophy  of  naval  spoils  ;  and  that 

Fig.  144. 


Fig. 

145. 

1 

■  if 

RESTORATION   OF  ATHENE  RESTORATION   OF  ATHENE 

SITTING  ON  SHIP.  SITTING  ON  CHAIR. 


before  Ath^e  on  the  throne  (fig.  145)  a  cow  is  in  the  act  of  being 
sacrificed.  The  existing  remains  of  the  Balustrade  indeed  only 
show  us  the  cow  led  by  Nikai  in  the  sacrificial  procession,  but 
there  are  many  evident  copies — in  reliefs,  gems,  and  coins  of  a  later 
date — of  the  scenes  pourtrayed  upon  the  parapet,  which  enable  us  to 
supply  the  missing  link  in  the  design  (fig.  146). 

Fig.  146.  Fig.   147. 


(From  gems  in  British 
Museum.) 


VICTORY  AND  COW.  NUDE  VICTORY. 

In  the  work  quoted  above  Prof  Kekul^  has  published  a  resto- 
ration of  the  reliefs  on  the  Balustrade,  in  designing  which  he  used  the 
guidance  afforded  by  the  numerous  copies  of  these  beautiful  works. 
Among  ^he  best   known   of  these  are  the  relief  of  the   two   Nikai 
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leading  the  sacrificial  cow  in  the  Vatican  ;  *  two  reliefs  in  Florence,  one 
oi  Niki  adorning  a  trophy ,  and  another  of  Nike  raising  some  object  with 
lurfoot^  an  action  which  throws  her  into  somewhat  the  same  attitude 
as  the  Sandal-looser  (fig.  143),  though  a  much  less  graceful  one ;  and 
a  vase-painting  at  Munich,  Prof.  Kekul<S  has  also  published  *  the 
curious  paintings  on  a  vase  belonging  to  M,  Philimon  at  Alliens^  in 
which  a  Nike  is  assisted  in  her  task  of  leading  the  obstreperous  sacri- 
ficial cow  by  two  youths,  one  of  whom  holds  its  head  and  another  its 
tail.3 

Hitherto,  as  we  saw  above,  only  two  figures  of  Ath6n^,  and  two 
sacrificial  cows,  have  been  discovered.  Kekul^  thinks  that  only  one 
action  is  represented  in  the  entire  Balustrade.  He  was  therefore  sur- 
prised at  first  to  find  more  than  one  victim,  for  we  read  that  one  cow 
was  selected  from  the  hecatomb  of  Athene  Polias  as  a  sacrifice  for 
Athena  Nik^  (Apteros).  Finding  more  than  one,  however,  he  thinks 
that  a  whole  train  of  victims  may  have  been  represented.  Petersen,* 
on  the  other  hand,  who  maintains  that  the  temple  was  built  some 
thirty  years  later  than  Cimon's  victory  on  the  Eurymedon,  evades 
the  difficulty  by  assuming  that  each  side  of  the  Balustrade  contained 
a  complete  and  independent  action.  He  hazards  the  conjecture  that 
the  Battles  of  Plataese  and  Mycale  were  represented  on  the  W.  side, 
the  Battle  of  Salamis  on  the  S.,  and  the  Battle  of  Marathon  on 
the  N.  In  this  case  each  scene  would  naturally  contain  one  figure  of 
Ath^nfi,  and  the  one  sacrificial  Cow.  The  Trophy  also — perhaps  in 
different  stages  of  completion  ;  and  the  Sacrifice — either  in  prepara- 
tion, or  actual  performance — would  be  represented  on  all  three  sides. 

As  far  as  we  know  all  the  Nikai  of  the  Balustrade  were  draped. 
We  have,  however,  on  a  gem  in  the  British  Museum,  from  the  golden 
period  of  Attic  art,  a  most  exquisite  figure  of  Nike  almost  entirely 
nude  (fig.  147),  and  there  are  other  representations  of  Victories  both 
nude  and  clothed  in  the  same  collection  and  in  foreign  museums. 


*  In  the  cabinet  of  the  Hermaphrodite.  Stackelberg,  Grab,  d,  HcUm,  Taf.  xvi.   i ; 
Vid.  Visconti,  v.  Taf.  9.  Heydeman,     Gficch,     Vasenbilder,     xi.     2 ; 

*  Op.  cit.  p.  5.  Schone,  griech.  Reliefs^  Taf  xxxi.  126. 

*  For  other  representations  of  Nike  vid.  *  Op.  cit. 
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CHAPTER    XXVIII. 
THE  SCHOOL   OF  MYRON. 

Unrivalled  and  predominant  as  were  the  genius  and  influence  of 
Pheidias  in  Athens,  and,  in  a  less  degree,  throughout  Greece,  we  shall 
not  be  surprised  to  find  at  the  same  period  traces  of  other  schools  of 
a  different  character,  and  with  somewhat  different  aims.  So  really 
great  and  prolific  an  artist  as  Myron,  whose  works  were,  by  the  very 
nature  of  their  subjects,  peculiarly  calculated  to  attract  the  public 
eye,  could  not  be  without  enthusiastic  followers  and  imitators.  And 
in  fact  we  recognise  his  style  even  in  some  of  the  sculptures  of  the 
Parthenon  itself     Among  the  best  known  members  of  his  school  is 


Lycius  of   Eleuther^, 

About  01.  90  (B.C.  420), 

who  is  sometimes  called  the  son,*  and  sometimes  only  the  pupil,^  of 
Myron. 

Although  we  have  no  remains  or  copies  of  his  works,  we  gather 
from  descriptions  of  them  that  he  followed  in  the  footsteps  of  his 
preceptor.  His  chief  work  was  a  group  of  thirteen  figures  in  bronze^ 
representing  the  single  combat  between  the  Dis  geniti  Achilles  and 
Memnon?  in  the  treatment  of  which  the  sculptor  probably  fol- 
lowed   the  iEthiopis    of   Arctinus.*      Near   the    Hippodameion,   in 


*  Pausan.  i.  23.  7.     Athen.  xi.  p.  486,  D.  depicted  on  the  fine  *  red  on  black  *  crater 

«  Plin.  N.  H.  xxxiv.  79.  in  the  Brit.  Mus.  (Table-case  I,  No.  121). 
■  Pindar,    01,    ii.   83    (ed.    Dysscn),   and  *  Conf.  Welcker,  Ep.  Cycl.  i.  212  and  ii. 

Nem.  iii.  63,  vi.  52.     Conf.  the  same  scene  169. 
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the  Altis  at  Olympia,  is  a  semicircular  basis,  in  the  centre  of 
which  stood  an  image  of  Zeus,  and  on  either  side  of  him  Thetis 
and  Eos  (Hemera,  Aurora),  supplicating  him  on  behalf  of  their 
respective  children.  The  combatants  themselves,  Achilles  and 
Memnon,  who  have  not  yet  joined  battle,  stood  at  each  end  of  the 
long  pedestal,  and  the  other  figures  were  arranged  in  symmetrical 
antithesis— Greeks  to  Barbarians — between  the  two  mothers  and  their 
sons.  Odysseus  was  balanced  by  Helenus,  as  the  wisest  of  the  Trojans  ; 
Alexander  (Paris)  by  MenelauSy  as  pre-eminent  in  hatred  ;  ^neas  by 
Diomede  ;  and  Deiphobus  by  the  Telamonian  Ajax,  Below  the  statue 
of  Zeus  were  elegiac  verses  in  ancient  characters,  from  which  we  learn 
that  this  group  was  dedicated  by  the  citizens  of  Apollonia  for  a 
victory.*  On  this  occasion,  probably  Lycius  had  his  subject  chosen  for 
him,  and  may  or  may  not  have  treated  it  in  the  Myronic  manner. 
The  next  work  by  Lycius  mentioned  by  Pausanias  is 

Tlie  Boy  with  t/ie  Perirranterion?  probably  the  basin  of  lus- 
tral  water,  though  the  word  irepippavr^ptov  properly  means  the 
whisk,  or  brush,  with  which  the  water  was  sprinkled  about,  as  in 
Roman  Catholic  churches  at  the  present  day.  This  statue  stood 
near  the  Temple  of  the  Brauronian  Artemis  in  Athens,  and  the 
basin  of  holy  water  may  have  been  actually  used  by  her  worship- 
pers. A  still  more  Myronic  subject  was  that  of  another  work  of 
Lycius, 

A  Boy  Blowing  an  Expiring  Fire,  which  Pliny  declares  to  be 
*  worthy  of  his  teacher,* '  and  which  he  mentions  again  under  the 
name  of  ^puer  suffitorl  boy  holding  a  censer. 

Lycius  also  executed  a  statue  of 

Autolycus,  a  Pancratiast,  whom  Xenophon  in  the  *  Symposion* 
praises  as  a  well-educated  Athenian  boy.*  Pausanias  *  says  that  he  had 
seen  a  statue  of  Autolycus  the  Pancratiast  in  the  Prytaneium  at  Athens, 


*  Pausan*  v.  22.  2.  censer.     Brunn,  Kiinstler-Ges,  i.  259. 

•  Ibid.  i.  23.  8.  *  Plm.    A^.   //.    xxxiv.    79 :    *  Autolycum 
■  Plin.    xxxiv.    79:  *Puerum    sufflantem  pancratii   victorem,    Ol.    89.   3   (422    B.C.) 

languidos  ignes.*    At  the  end  of  the  same  propter  c|uem  Xenophon  sjrmposiumscripsit* 

chapter  he  speaks  of  the  same  statue  pro*  Pausan.  ix.  32.  8. 
bably    as   ^ puerum    suffUorem^^  holding    a  •  Plin.  ibid. 
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and  relates  a  subsequent  adventure  of  his  in  the  time  of  the  Thirty 
Tyrants.     Pliny  also  mentions  a  group  of 

The  Argonauts y  by  Lycius,  of  which  we  know  nothing  but  the 
name.     To  the  same  school  we  may  refer 

Styphax  of   Cyprus 

(About  440  B.C.), 

who  probably  lived  somewhat  earlier  than  Lycius.  He  was  celebrated 
for  one  statue, 

T/ie  Splanchnoptes  {aifKoiriyyQirTr)^)^  or  *  roaster  of  entrails,'  who 
was  represented  in  the  act  of  blowing  a  fire  with  his  mouth.*  Pliny  says 
it  was  the  portrait  of  the  *  Olympian  '  Pericles*  favourite  slave,  who  was 
so  seriously  injured  by  a  fall  from  the  roof  of  a  temple  on  which  he 
was  at  work,  that  the  physicians  despaired  of  his  life.  Athdn^,  however, 
out  of  regard  to  Pericles,  showed  him  a  herb  (hence  called  Parthenion), 
by  the  application  of  which  the  wounded  man  was  immediately  re- 
stored to  health.'^ 

Cresilas'  of   Cydonia  (in   Crete), 

01.  87  (B.C.  432), 

another  member  of  the  same  school,  is  especially  interesting  to  us, 
because  we  have  copies  of  two  of  his  works — the  Amazon  (fig.  148), 
with  which  he  is  said  to  have  competed  against  Pheidias  and  Poly- 
cleitus  ;  and  a  portrait  statue  of  Pericles^  which  Pliny  declares  to  have 
been  worthy  of  his  surname,  and  a  marvel  of  that  art  *  which  makes 
illustrious  men  still  more  illustrious.*  *     The  famous  bust  in  the  British 


*  Plin.  A''.  H,  xxxiv.  81.  »  Fonnerly  called   Ctesilaos.    The  right 

*  Plin.  xxii.  44.  Conf.  Plut.  PericieSy  name  was  established  by  the  discovery  of  an 
13.  The  same  story  is  told  by  Plutarch  of  inscription  containing  the  name  of  Cresilas  on 
Mnesicles,  the  architect  of  the  Propylaea.  a  basis  discovered  near  the  W.  front  of  the 
Pliny  has  probably  confounded  the  names.  Parthenon  in  1840.  Ross,  im  Kunstblatt^ 
Such  a  *Deus  ex  machina'  would  hardly  be  1840,  No.  12. 

employed  on  behalf  of  a  slave.     But  vid.  *  Plin.  N,  //.  xxxiv.  74.     Conf.  Pausan. 

Bnmn,  K,-G.  i.  265.  i.  25.  i. 
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Museum  (fig.  149),  which  is  supposed  to  be  a  copy  of  the  head  of 
Cresilas'  statue,  was  found  at  Tivoh',  and  there  are  inferior  replicas  of 
it  in  the  Vatican,  and  perhaps  at  Munich.*  The  face  is  of  the  ideal 
Greek  type  ;  the  head  is  covered  by  a  helmet,  probably  as  a  mark  of 
his  dignity  as  arparrffos  (commander-in-chief  of  the  forces),  and  not, 
as  was  said,  for  the  purpose  of  concealing  the  only  ugly  part  of  his 

Fig.  148. 

Fig.  149. 


person.  The  style  of  the  bust — the  short  crisp  curls,  and  the  treat- 
ment of  the  eyes — is  in  accordance  with  the  period  to  which  it  is 
generally,  and  no  doubt  correctly,  referred. 

But  the  work  which  is  the  best  warrant  for  placing  Cresilas  among 
the  followers  of  Myron  is  a  statue  of 

A  Dying  Warrior  at  his  last  gasp,  in  whom,  says  Pliny,  *  one  may 
see  how  much  life  still  remains  in  him.'  ^    This  description  immediately 


'  But  vid.  Friederichs,  Batist,  p.  125,  and  '  From  the  bust  in  the  Brit.  Museum. 

E.  Curtius,  Arch,  Zeitung,  i860,  p.  40.  *  PI  in.  N,  H,  xxxiv.  74. 
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reminds  us  of  Ladas  the  runner  by  Myron.  Some  writers  see  in  this 
work  a  portrait  of  Diitreplus,  who  was  killed  at  Mycalessus,  Ol.  91.  i 
(b.c  4 1 6),  and  whose  statue  Pausanias  saw  in  the  Acropolis,  pierced  with 
arrows.*  It  is  generally  taken  for  granted  that  the  expression  of  the 
face  in  this  statue  was  exclusively  that  of  physical  pain  and  exhaus- 
tion. But  the  touching  expression  which  awakens  our  sympathy  in 
the  face  of  his  wounded  Amazon  justifies  the  belief  that  Cresilas  at- 
tempted something  more  and  higher  than  the  representation  of  dying 
agony,  and  that  he  added  animus  to  the  anima  of  his  predecessor. 

Although  we  class  him  with  the  followers  of  Myron,  he  seems  in 
some  of  his  productions  to  have  been  influenced  by  the  quieter  tone 
of  the  Argive  school.  He  stands  half-way  between  Myron  and 
Polycleitus. 

Cresilas  also  made  a  Doryplwros^  an  Offering  to  Demeter  Chthoniaf 
and  an  Offering  to  Pallas  Tritogeneiaf^  of  which  three  works  we  know 
nothing  but  the  names. 

Strongylion, 

Prime  01.  91.  2  (B.C.  415), 

who  also  belongs  to  this  group  of  artists,  appears,  like  his  great 
master,  to  have  excelled  in  the  representation  of  animals,**  although 
he  by  no  means  confined  himself  to  this  branch  of  his  art.  Among 
his  works  was  one  deity, 

Artemis  Soteira,  in  Megan's,  set  up  by  the  Megarians  as  an  offer- 
ing of  gratitude  to  the  goddess  for  her  miraculous  intervention  in 
the  Persian  war ;  also 

Statues  of  Muses  on  Mount  Helicon,  The  artists  Olympiosthenes, 
Cephisodotus,  and  Strongylion  are  each  said  to  have  furnished 
three  statues  of  the  Muses,  which  were  placed  in  the  grove  of 
these  Goddesses  on  Mount  Helicon.     These  works  appear  to  have 


'  Thucyd.   vii.    29.      Pausan.  i.    23,    3.  *  AnthoL  Grac,  iv.  142.  119. 

Ross,  ArchacoL  Au/s,  i.  168.  »  Pausan.  ix.  30.  I :  ^rpoyyvKitayos,    . 

*  Plin.  iV.  //.  xxxiv.  iySphs  fiovs  xat  linrovs  Aptara  €lfryaffafi4vov. 

*  Corp,  Insc,  Cr.  No.  1195. 
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stood  in  separate  groups  of  three  each,  which  were,  however,  not 
very  far  from  one  another.  In  the  early  mythology  of  Greece  there 
were  only  three  Muses,  and  it  is  highly  probable  that  in  this  case  each 
artist  furnished  a  complete  and  separate  group  of  all  the  Muses 
recognised  at  that  period. 

The  Statue  of  an  Amazon  by  Strongylion  was  surnamed  evKinjfios 
from  the  remarkable  beauty  of  its  legs,  on  account  of  which  the  Em- 
peror Nero  is  said  to  have  taken  it  about  with  him  on  his  travels.' 
Strongylion  also  executed  the 

Statue  of  a  Boy,  to  whom  Brutus  (Philippiensis)  gave  his  own 
name.^  Martial  refers  several  times  to  this  work  as  an  example  of  great 
beauty  in  a  small  compass,  and  compares  it  on  that  account  with 
his  own  epigrams.' 

Strongylion  displayed  his  preeminent  skill  in  representing  animals 
in  his 

'Wooden  Horse' ^  It  was  natural  that  so  important  and  cele- 
brated a  legend  as  that  of  theTrojan  horse  should  furnish  afavourite  sub- 
ject to  Greek  art  The  work  of  Strongylion  appears  to  have  been  a 
colossal  bronze  image,  from  the  back  of  which  the  imprisoned  warriors 
were  peeping  out  Pausanias  specifies  these  as  Mnestheus,  Teucer,  and 
the  sons  of  Theseus.  We  learn  from  an  inscription  discovered  on 
the  Acropolis  of  Athens  in  1840  that  this  statue  was  dedicated  by 
Chaeredemus,  and  stood  in  the  sacred  enclosure  of  the  Brauronian 
Artemis  between  the  Propylaea  and  •  the  Parthenon.*  Aristophanes 
refers  to  it  in  *  The  Birds  *^  (which  was  represented  in  Ol.  91.  3  (B.C 
414))  as  a  familiar  object  of  vast  proix^rtions.^ 


*  Plin.    XXxiv.    82.      Conf.    Brusian,    Allg,  XaipilrnAUK  Evayy«Aov  iK  KoiAiif  ii^/fxtv  Srpoyyv- 

£nc,   I.  xxxii.  442,  note  41 ;   Kliigemann,  Ximtt  iwoi^ir^r. 

N,  Rhtin,  Mm,  xxi.  p.  324.  *  ^^^^^^  I037  (ed.  Bothe): 

*  Plin.  N.  H,  XXxiv.  32.  Kol  e«o^inff  wavrU  hv  apii^T*, 

»  Martial,  £p.  Ixxvii. :-  ^      l^u^vwo^.f.4y.$o,  6<ror  «  «ovpio.. 

Conf.  Schol. :  ov  wtutu^w  kou^s  \4y€ip  ovrdr 

Cosconi,  qui  longa  putas  epigrammata  nostra  ixxk  wmol  tau  '^aXti^ti  «-aS  iw  'a»«m>^x«< 

Uiilis  un^ndU  ixibus  esse  potes.  *^f  wtplrov  xa^fcov  rov  4v  Ai^dAci .   .   .^ 

Hac  tu  credideris  longum  ratione  colossum  <»'  AtcpowdKu  x^^Kovs  Jwwos  Kard  fiifiriirw  tow 

Et  jhterum  Bruti  dixeris  esse  brevem.  *IKmkov. 

Conf.  Martial,  ix.  51.  I :  '  heTg\d,ZeUschr.fur  die  alien  fViss.  1845, 

Nn^fe^mu,^^//*.!^-,  P-  979)  thinks  that  the  bronze  bull  on  the 

Hoif^unmus  Bruti /merum.  Acropolis  mentioned  by  Pausan.  (L  24.  2, 

*  5ov/»cios/8oup«(rcoT*(Homer,0(/.viii.493).  and  Athen.  ix.  p.  396,  d)  was  by  Strongy- 

*  Inscr.  in  Ross,  Archaeol,  Aufs.  i.  p.  194:  lion. 
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The  foregoing  artists  may,  with  more  or  less  certainty,  be  classed 
among  the  followers  of  Myron.  We  shall  now  notice  a  few  others 
who  may  be  considered  as  independent.  Among  the  most  consider- 
able of  these  is 

Callimachus, 

Prime  about  01.  93  (B.C.  408)  ? 

We  are  not  told  to  what  nation  this  artist  belonged,  but  we  may 
perhaps  infer  that  he  was  an  Athenian  from  the  fact  that  he  was 
employed  to  make  a  Candelabra  for  the  eternal  lamp  which  burned 
before  the  most  ancient  and  sacred  image  of  Ath6n6  in  the  Erech- 
theium  at  Athens.  Pausanias  in  mentioning  this  work,  of  which 
he  gives  no  details,  says  that  Callimachus,  though  he  falls  short  of 
the  greatest  sculptors  in  *  art '  {is  avrrjv  rrjv  Tixvrjv)^  excels  them  all 
in  technical  *  skill  *  (o'o<f>la).  In  fact,  he  carried  his  attention  to  the 
niceties  of  execution  to  excess,  and  on  that  account  acquired  the  sur- 
name of  Katatexitechnos  {KaraTfi^vre'xyos),  *  the  diluter  of  art,'  be- 
cause he  lost  sight  of  general  effects  in  painful  anxiety  about  details.' 
Next  to  his  Candelabra,  his  principal  work  seems  to  have  been  a 
group  of 

Lacedcemonian  Girls  dancing,  *  a  work  of  faultless  execution, 
but  one  which  excessive  diligence  robbed  of  all  grace.'  *  He  also 
made  a  statue  of 

Hiri  Nymp/ieuomene?  which  stood  in  the  Temple  of  Here  at 
Plataeae,  beside  the  temple-image  of  the  Goddess  by  Praxiteles. 

The  peculiarities  of  the  style  of  Callimachus  have  very  naturally 
acquired  for  him  the  reputation  of  being  the  first  to  use  the  drill   in 


*  Pflusan.  i.  26.  6.     Plin.   N".  II.  xxxiv.  grace  of  iheir  works ;  a  judgment  which,  if 

92 :  *  Semper  calumniator  sui,  nee  Hnem  ha-  iJ  stood  alone,  would  be  misleading, 

benlis    dihgentiw.*     Vitruvius,    iv.    I.    10.  '  Plin.    ibifi,     Rangabe  thinks  that  these 

Dionys.  Hal  De  Vi  Denwsth,  51  :  Hart  /vol  were    identical   with   the   Caryatids  of  the 

«f>\4fita  K<d  irrlAa  jcai  x>''*vf    .    .    .    tis  hc^ov  Erechtheium. 

i^fpyd(i<rdai  Koi   KaraTfiKtw  €ts   towto  rhs  ■  'Espoused.'      So   called   in   connexion 

r4xyas,     Dionys.  of  Ilalicam.  {De  IsocralCy  with  an  amusing  story  of  a  tiick  played  on 

c.  iii.  p.  522)    compafes  Callimachus  and  her  by  Zeus  at  the  suggestion  of  the  cunning 

Calamis  with  Isocrates  for  the  delicacy  and  Cithaeron  (Paus.  ix.  3.  i). 
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sculpture/  and  of  having  invented  the  elaborate  forms  of  the  Corin  - 
thian  order  of  architecture.*  The  boring  of  marble,  however,  is  seen 
in  the  famous  iEginetan  group  at  Munich.  It  may  further  be  objected 
that  a  Corinthian  capital  has  been  found  in  the  temple  at  Phigaleia  ; 
but  the  pillar  referred  to  can  hardly  be  called  Corinthian  in  the  proper 
sense  of  the  word,  and  may,  moreover,  have  been  added  subsequently 
to  the  erection  of  the  temple.  The  type  of  the  Corinthian  capital, 
which  shows  a  union  of  Ionic  volutes  with  freer  and  richer  vegetable 
forms,  was  of  very  slow  growth,  and  cannot  with  any  degree  of  his- 
torical accuracy  hz  ascribed  to  any  one  artist.' 

Demetrius  of  Alopeke/ 

01.  80-90  (B.C.  460-420)  ? 

The  tendency  to  realism,  or  an  undue  attention  to  subordinate 
details,  which  we  observed  in  Callimachus,  was  further  developed  in 
Demetrius  to  an  extent  which  carried  him  far  away  from  the  region 
of  true  art  Quintilian  characterises  him  as  *  excessive  in  truth,'  and 
as  *a  greater  lover  of  likeness  than  of  beauty;'*  and  Lucian  em- 
phatically describes  him  as  a  *  maker  of  men  and  not  of  Gods.*  ^ 
Demetrius  differed  in  his  tendencies  as  widely  as  possible  from  Poly- 
cleitus,  and  so  far  from  choosing  the  human  form  only  in  its  bloom 
and  pride  as  his  model,  and  making  beauty  the  chief  object  of  his 
art,  he  preferred  to  display  his  great  technical  skill  in  representing 
ugliness  and  vulgarity.  One  of  his  chief  works  was  a  statue,^  which 
stood  near  the  Erechtheium  in  Athens,  of 

Lysimaclu,  a  priestess  of  Athdn^,  who  was  sixty-four  years  old, 
and  therefore  no  longer  a  suitable  model  for  the  sculptor.  Still  worse 
was  his  portrait  statue  of 

PelichuSy  the  Corinthian  general,  whom  he  represented,  not  in 
suitable  drapery,  so  as  to  show  the  head  alone,  which  even  in  age 


»  Pausan.  i.  26.  7.         '  Vitruv.  iv.  i.  la  •  Lucian,  Philopsatd,  19:  qv  B€inrot6s  ris 

Conf.   Botticher's  Tektonik  (new  edit.  1881).  AXX*  ii^dpanrowoi^j  tfi'. 

■  O.  Muller,  Handb,  d,  ArchdeoL  p.  93.  '  Or  rather  slaiuelie,  since  Pausanias,  i. 

*  An  Attic  d5?y/*tr  or  district.  27.  4:  tvoy  tc  ir^x**'^  iiiKitrra. 
»  Quintil.  Ifist.  Oral,  xii.  10.  9. 
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may  have  both  dignity  and  beauty,  but  *  half-naked,  pot-bellied,  and 
bald,  with  straggling  hairs  floating  in  the  wind,  protruding  veins, 
and  all  the  characteristics  of  the  ugliest  old  age,  like  the  very  man 
himself/  * 

We  should  observe  for  the  credit  of  this  period  that  Demetrius 
stood  alone  in  his  extreme  naturalism,  and  that  his  tendency  was 
very  generally  condemned. 

Of  his  manual  skill  we  have  abundant  evidence.  Lucian  says  of 
his  statue  of  Pelichus,  that  if  it  had  been  of  wood  instead  of  bronze, 
it  might  have  been  taken  for  a  work  {jix^y^)  of  Daedalus,  *for 
this  too,  as  one  says,  is  running  away  from  its  pedestal.'  * 

Other  Artists  of  this   Period. 

In  order  to  complete  the  list  of  sculptors  who  probably  belong  to 
this  period,  although  we  know  nothing  of  their  style,  &c.,  we  may 
mention 

Pyrrhus, 

01.  86-94  (B.C.  436-404), 

whose  statue  of  Athini  Hygieia  stood  on  the  Acropolis  near  that  of 
Diitrephes.  The  name  of  Pyrrhus  has  been  found  in  an  inscription 
published  by  Ross.' 

In  this,  artistically  speaking,  unimportant  series  we  are  surprised 
to  find  the  name  of  *  the  wisest  of  men,' 

Socrates,  Son  of  Sophroniscus. 

t  01.  95.  2  (B.C.  399). 
Sophroniscus  was  a  statuary,  and  his  illustrious  son  is  said  to  have 


*  Lucian,  Philops,  18,  ainoavBfxI^tp  Bftoioy,  are  ihe  Fisherman  in  his  working  dress,  in 
Plin.  jun.  {Epist.  iii.  6)  describes  an  exactly  the  Vatican  ;  the  Vecchia  RusHca  lately  dis- 
similar bronze  statue  of  an  old  man  in  his  covered  on  the  Esquiline,  and  now  in  the 
possession,  which  he  appears  to  have  valued  Conservatori  Palace  at  Rome, 
very  highly.  *  Lucian,  Phildps.  19.     Plato,  Menon.  p. 

Good  examples  of  the  realistic  style,  in  97.     Vide  supra^  Daedalus,  p.  20. 
humorous   rather  than  offensive  examples,  ■  Ross,  Arch.  Aufs.  i.  185,  189. 
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followed  in  his  youth  the  profession  of  his  father,*  and  to  have  exe- 
cuted a  statue  of  Hermes  Propnlaios  and  a  Relief  of  the  three 
GraceSy  *  Peitho,  Aglaia,  and  Thaleia/  which  was  placed  on  the  wall 
behind  the  statue  of  Athdnd  on  the  Acropolis.  This  statement, 
though  contained  in  several  authors,  is  always  made  with  qualifica- 
tions,* and  is  not  to  be  depended  on  with  any  great  degree  of  confi- 
dence. The  well-known  archaic  (or  archaistic  T)  relief  of  the  Three 
Graces  in  the  Chiaramonti  Gallery  of  the  Vatican  is  supposed  by 
some  to  be  the  work  referred  to  by  ancient  writers.  The  Goddesses 
are  represented  in  very  high,  metope-like  relief,  not  nude,  as  in  later 
art,  but  in  long  and  heavy  drapery.  The  artist  has  endeavoured 
to  individualise  each  of  the  sisters  in  attitude  and  dress,  which  is 
contrary  to  the  practice  of  archaic  art.  The  general  air  of  life- 
lessness  which  pervades  this  work  is  against  its  claims  to  origin- 
ality. 

There  are  three  similar  reliefs  in  the  Acropolis  at  Athens  differing 
in  age.  The  oldest  of  them  is  probably  the  original  of  which  the 
Vatican  relief  is  a  modification.  These  are  among  the  oldest  Attic 
reliefs,  and  were  probably  offerings  to  Peitho,  Aglaia  and  Thaleia, 
for  we  know  that  the  Charites  (Graces)  were  worshipped  at  the 
entrance  of  the  Acropolis.  A  similar  group  is  found  on  Attic 
coins.*  There  was  also  a  replica  of  the  Vatican  relief  in  the  Gius- 
tiniani  Gallery.*  Some  writers — Using  (*Griech.  Reisen.'  p.  125), 
Brunn,  and  Michaelis — think  that  Hermes  once  formed  part  of  the 
group.* 

*  Diog.  Laerl.  ii.  18.  Valer.  Max.  iii.  4.  ^Ae(|€ve  koX  iL-fdKfiara  Sh  rwv  rpiAy 
ext  I.      Suidas,  s.  v.  itoKpdnis.  x^P^"^**^  tlpydo-aro,  nfiBovs'AyKaias 

*  Schol.  Aristoph.  JVud.  v.  773,  ed.  Din-  Kal  BaK^ias  Koi  ^iray  6xi$(y  rris  *A$rivas 
dorf  (vol.  X.  p.  263) :  oOk  hxk&s  ifiyvci  icotA  iyytyKvfitya  rolx^.  Conf.  Pausan.  i.  22. 
r£i' x^P^'''^'' ^"'^o'w  7^  r^$ 'Adiyi'Ss  4<''<u' 7^v-  8;  ix.  35.  3;  Plin.  xxxvi.  32. 

^tCM  al  xc(p<Tcr  4y  ry  roixVt  ^  ^A^to  6  ■  Millingen,   Ga//.  Myth,  xxxiii.  p.  200. 

i£a»Kp«(n}$  yAi^oi '  r6  7^^^  wp&rop  \i9o'y\i^s  Conf.    Pausan.   vi.  24.  4  ;   ix.    28.    I. ;   ix 

^tf 'Hiy  r4xvfiy  cdvirrerM  ody  ainov  rov  2«-  35.  I. 

Kpdrovs  fts  riiy  wp^^y  r4xyfiy.     ^t»^poyUrKov  *  Giustin.  Gall.  ii.  64. 

T^p  \i9ol6ov  ^y  vt6s  Xuicpdrns  fcol  t^s  Ao^cv-  *  But  see  Benndorf,  ArcA.  Zeil,   1869,  p. 

riKi\s  iitrtcx*  ^^X*^''  '^^  kyJipiiinos  KtStyovs  55. 
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NiCERATUS    OF    AtHENS, 
About  01.  90  (B.C.  420), 


judging  from  the  subjects  of  his  work,  must  have  enjoyed  a  consider- 
able reputation.     Statues  by  his  hand  of 

Asklepios  and  Hygieia  were  seen  by  Pliny  in  the  Temple  of 
Concord  at  Rome.     He  also  made  portrait  statues  of 

Alcibiades  and  Demariti,  his  mother,  in  the  act  of  sacrificing  ;  and, 
according  to  Tatian,  of    . 

Glaucippe^  who  is  known  to  fame  as  having  'brought  forth  an 
elephant ; '  *  and  of 

Telesilla  of  Argos^  the  poetess  and  warrior,  who  is  said  to  have 
inspired  the  courage  of  her  countrymen  by  her  songs,  led  them  in 
person  against  the  Spartans,  and  avenged  the  shameful  treachery  of 
Cleomenes.^  This  statue  stood  in  the  Temple  of  Aphrodite  at  Argos 
in  front  of  the  image  of  the  Goddess  herself.' 


Deinomenes, 

About  01.  95  (B.C.  400). 

The  name  of  this  artist,  which  we  meet  with  in  Pausanias  and 
Pliny,  has  been  found  in  an  inscription  on  the  basis  of  a  lost  statue 
on  the  Acropolis,  dedicated  by  Metrotimus.*     He  made  statues  of 

Protesilaus  and  Pythodemus^  the  latter  of  whom  was  a  wrestler  ;  ® 
also  of 

lo  and  CallistOy  whose  stories,  says  Pausanias,^  closely  resemble 
one  another,  both  having  been  objects  of  the  love  of  Zeus,  and  the 
jealous  wrath  of  H^rd,  and  both  transfoimcd,  the  one  into  a  cow, 
and  the  other  into  a  bear. 


»  Tatian,  r.  Gruc,  53  (p.  115,  ed.  Worth).  245.     Ccnf.  Grote,  Uist.  of  Greece^  iv.  434. 
Pliny  (iV.  //.  vii.  34)  calls  her  Alcippe.  ■  Pausan.  ii.  20. 

»  Pausan.    ii.    20.  7.      Polyisen.   viii.   33.  *  Corfps  IttscHpf,  Gr.  No.  470. 

Suidas,  s,v,  Plutarch,  De  Virt,  Muiur,  p.  *  Plin.  A.  //.  xxxiv.  76.         •  i.  25.  I. 
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Cleiton, 

Before  OL  95.  2  (B.C.  399), 

is  interesting  to  us  only  from  the  mention  made  of  him  in  Xenophon's 
*  Memorabilia/  where  he  is  noticed  as  a  maker  of  athktic  statues — 
runners,  wrestlers,  boxers,  and  pancratiasts.  Socrates  cross-examines 
him,  and  asks  him  how  he  gave  *  the  look  of  life '  to  his  figures  ;  and, 
as  usual,  suggests  the  answer  which  the  puzzled  sculptor  had  been 
unable  to  find.* 

The  school  of  Critios  also  belongs  to  this  period,  but  our  limits 
will  not  allow  us  even  to  enumerate  the  artists  who  composed  it 
They  are  unimportant. 


*  iii.  la  6 :    rb  ^tariKohs  ^a/i^eo^cu,  »dr  tovto  4yt(fyd(€t  ro7s  hyUpiaciv, 
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CHAPTER    XXIX. 
PELOPONNESIAN  ART, 

POLYCLEITUS      OF      SiCYON. 
Born  OL  74.  3-75-  3  (B.C.  482-478)  ? 


^7 


Side  by  side  with  the  great  school  of  Attic  art,  which  culminated  in 
the  person  of  Pheidias,  there  existed  in  the  Peloponnesus  another 
school  of  extraordinary  excellence,  but  of  very  different  tendencies 
and  character,  of  which  Argos  was  the  chief  seat,  and  the  Sicyonian 
sculptor  Polycleitus  the  pride  and  glory. 

Though  born  in  Sicyon  he  was,  like  his  great  contemporaries 
Pheidias  and  Myron,  a  pupil  of  Ageladas,*  and,  practising  his  art  at 
Argos,  was  counted  among  Argive  artists. 

We  know  very  little  more  of  his  personal  history  than  that  he  was 
employed  in  the  plastic  decoration  of  the  famous  Temple  of  HM 
(Heraion)  at  Argos,  built  on  the  site  of  the  more  ancient  edifice,  which 
perished  by  fire  in  Ol.  89.  2  (B.C.  423),  owing  to  the  carelessness  of  its 
sleepy  priestess  Chrysis."  The  date  therefore,  Ol.  90  (B.C.  420-416), 
which  Pliny*  assigns  to  him  probably  marks  the  period  of  his 
greatest  fame,  when  he  executed  his  principal  work,  the  image  of 
H^r6.  If  so,  he  must  have  been  from  ten  to  fifteen  years  younger 
than  Pheidias.  The  estimation  in  which  he  was  held  may  be 
gathered  from  the  fact  that  his  name  is  mentioned  with  that  of 
Pheidias  by  Plato,*  Aristotle,*  Cicero,®  Martial,^  Plutarch,®  Lucian,^ 
Juvenal,*®  and  others.     The  names  of  Pheidias  and  Polycleitus  were 


*  Plin.  N,  H,  xxxiv.  55. 

•  Eth,  Nicom.  vi.  7. 

■  Pericles,  2. 

«  Thucyd.  iv.  133. 

•  De  Orat,  iii.  7. 

•  Somn,  8. 

•  Plin.  N.  If.  xxxiv.  49. 

'  X.  89. 

»•  viii.  102. 

*  Frotag.^,  311,  c. 

Digitized  by 


Google 


346  PELOPONNESIAN  ART. 


naturally  associated  in  men's  minds  as  the  two  foremost  representatives, 
the  one  of  Attic  and  the  other  of  Peloponnesian  art ;  and  the  compari- 
son between  them  was  rendered  the  more  inevitable  and  the  more  easy 
by  the  character  of  their  principal  works.  Pheidias,  as  we  have  seen, 
exerted  his  highest  powers  in  fashioning  the  chryselephantine  statue 
of  the  Olympian  Zeus  ;  and  the  most  splendid  work  of  Polycleitus  in 
the  same  materials  was  the  image  of  the  majestic  consort  of  the  King 
of  Gods  and  men— the  white-armed,  ox-eyed  Argive  Here. 

THE   HERfi   OF   POLYCLEITUS. 

This  celebrated  statue  was  the  temple-image  of  the  new  Temple 
of  Here  built  by  Eupolemus,  about  Ol.  90,  on  Mount  Euboea,  be- 
tween Argos  and  Mycenae.*  It  is  somewhat  minutely  described  by 
Pausanias,*  who  tells  us  that  the  Goddess  was  fashioned  in  colossal 
proportions  of  gold  and  ivory,  and  seated  on  a  throne.  On  her  head 
she  wore  a  diadem  {<TTi^avos)y  on  which  the  Horce  and  the  Otarites 
(Hours  and  Graces)  were  carved  in  relief.  In  her  right  hand  she 
held  a  sceptre,  on  the  top  of  which  was  a  cuckoo^  as  a  reminiscence 
of  the  early  loves  of  the  divine  pair,  and  in  her  left  a  pomegranate^ 
the  meaning  of  which  Pausanias  *  dares  not  mention,*  but  which  is 
generally  considered  as  either  an  emblem  of  fecundity  or  of  Here's 
triumph  over  Demeter.^  Pausanias  further  relates  that  the  sculptor 
Naucydes  placed  tlie  figure  of  Hibe  in  gold  and  ivory  beside  her 
mistress.^  The  Goddess  was,  as  is  usual  in  images  of  H^r^,  fully  and 
richly  robed,  and  we  may  gather  from  the  epigram  of  Parmenio  that 
only  the  neck  and  arms  were  nude.^     Very  high  praise  is  bestowed 


*  Pausan.  ii.  17.  4:  t^  'HpoToi'  fli'ai  icoii^v  •  Her  daughter   Persephone  was  lost  to 
U^v,  .  .  her  after  eating  the  seed  of  a  pom^anate  in 

*  Pausanias  (ibid. ),  speaking  of  the  sculp-  the  gardens  of  Hades. 

tures  on  this  temple,  says  that  they  repre-  *  Tertullian,  De  Corona  septem  Mil,,  in  a 
sented  the  Birth  of  Jupiter ,  the  Battle  of  somewhat  obscure  passage,  adds  to  these  par- 
Co^  atui  Giants,  the  Trojan  War,  and  the  ticulars  that  the  goddess  was  surrounded  by  a 
Jliupersis  (sack  of  Troy).  Considerable  re-  vine,  and  had  a  lion's  skin  under  her  feet, 
mains  of  these  works  were  found  by  Rizo  by  which  her  triumphs  over  Dionysos  and 
Rangab^  (now  Greek  Minister  at  the  Court  Heracles  were  indicated  :  *  insultantem  os- 
of  Berlin)  in  1834,  who  characterised  their  tentatnovercamdeexuviisutriusqueprivigni.* 
style  as  a  transition  from  the  manner  of  ■  'Opytiof  noAvicAfftroc,  6  ital  fioioc  cfifta<rtK  'HpiiK 
Pheidias  to  that  of  Praxiteles.  These  in-  a^pijiras,  itai  o^rjK  «tt*  Tvir»<i«iM«»^  ^  ,  . 
teresting  relics  are  said  to  lie  neglected  in  a  J;;r«5;.t^;:;.^''zf,•  r.w;r.r.*  "'  "^^ 
local  museum  at  Argos.  AnthoL  Planud,  ai6. 
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Fig.   150. 


on  this  work  by  ancient  writers.*  Philostratus  speaks  of  it,  together 
with  the  Zeus  and  Parthenos  of  Pheidias,  and  the  Cnidian  Aphrodite 
of  Praxiteles,  as  full  of  exquisite  beauty  ;*  and  Strabo  goes  so  far  as 
to  say  that  the  xoana  of  Polycleitus,  of  which  this  was  the  chief,  were 
*  the  most  beautiful  of  all  in  the  art  displayed,'  but  were  surpassed  in 
costliness  and  size  by  those  of  Pheidias.'  This  was  not,  as  we  know, 
the  general  opinion  of  antiquity,  although  the  H^re  too  has  been 
made  the  theme  of  laudatory  epigrams,  and  was,  no  doubt,  one  of  the 
greatest  triumphs  of  plastic  art* 

The  exceeding  beauty  of  the  famous  bust  at  Rome  known  under 
the  name  of  the  'Heri  Ludovisi'  (fig.  150), 
the  object  of  the  ecstatic  admiration  of  Winckel- 
mann,  Gothe,  and  Schiller,  has  seduced  some 
writers  into  the  pleasing  belief  that  it  is  a  reflex 
of  the  work  of  Polycleitus.*  This  is  a  delusion. 
At  that  early  period  the  Greeks  did  not  look  for 
human  beauty  or  human  sympathy  in  the  faces 
of  their  Gods,  but  for  the  rigid  forms,  the  far- 
off,  stern,  unsympathising,  self-sufficing  impas- 
siveness,  which  seemed  to  them  the  very  sign 
and  essence  of  divinity.  We  probably  get  much 
nearer  to  the  idea  of  the  Here  of  Polycleitus  by 
contemplating  such  works  as  the  7nost  archaic 
of  tlie  many  /teads  of  t/te  Goddess  contained  in 
the  Villa  Ludovisi^  or  the  arc/iaic  Iiead  in  the  museum  of  the  Acropolis 
at  Athens,  which  cannot  be  placed  later  than  the  sixth  century  B.C., 
or  the  Hera  Famese  at  Naples,  which  should  be  compared  with  certain 
coins  of  Argos  ^  (fig.  151). 

It  is  interesting  to  trace  the  gradual  change  of  type  in  the  suc- 
cessive representations  of  H^r6  in  Greek  and  Roman  sculpture.     We 


THE  ntKt  LUDOVISI, 


»  Maxim.  Tyr.  Diss,  14.  6:  "Hpw  tUi^tv 

wrixw,  9u&wiy^  thtifAOPO,  ficurtXiicfiy,  lSpvfi4vriy 
M  xp^^ov  Bp6»ov, 
»  Philostr.  Vila  A  poll.  Tyan,  vL  19:  KoXh 

■  Stralx),  viii.  p.  372 :  r%  yXv  rix^V  *^^' 


Xivra  rmv  xdatrmv,  *  Martial,  x.  89. 

*  Hettner,  VorschuU  zur  bild,  Kunst,  p. 
202.  O.  Muller,  Arch.  d.  K,  p.  523. 
Others  ascribe  the  *  Her^  Ludovisi '  to  Alca- 
menes. 

•  Millingen,  Anc.  Coins^  pi.  iv.  19.  O. 
Muller,  Denkm.  d.  a.  K.  132. 
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may  perhaps  class  the  best  known  of  them  thus  :  I.  The  Archaic  bust 
in  the  Villa  Ludovisi,  stiff  and  rigid,  without  a  trace  of  womanly  feel- 
ing in  the  face.  This  bust  has  the  typical  corkscrew  curls,  a  very 
broad  band  over  the  head,  and  long  straight  hair  down  the  back  of 
the  neck.  There  are  holes  in  the  hair  and  ears,  indicating  ornaments 
of  bronze  or  gold  ;  and  the  general  effect  was  heightened  by  the  use  of 
colour.  It  is  of  the  very  earliest  type,  and  shows  the  transition  from 
idol  to  statue.*  II.  The  bust  called  the  Hiri  Famese  at  Naples,*  in  which 
the  unbending  determination,  not  to  say  wilful  obstinacy,  of  the 
Homeric  Goddess  is  expressed  in  every  feature,  and  especially  in  the 
massive  and  prominent  chin.     In  this  bust  the  kredetNtion^  which 

Fig.  151. 


THE  ARGIVE  H^R^ 

surrounds  the  head  in  equal  breadth  has  the  effect  of  a  crowning 
stephanCy  because  its  upper  edge  does  not  touch  the  forehead.  The 
slightly  wavy  hair  is  brushed  back  behind  the  ears,  and  hangs  down 
the  back  of  the  neck  in  an  archaic  plait  III.  Thit  Archaic  bust  xn 
the  Acropolis  at  Athens,  in  which  the  peculiar  formation  of  the  eye- 
lid and  the  eye  itself  gives  us  the  true  idea  of  the  ^oSyiris  (ox-eyed) 
Goddess.  IV.  The  HM  Girgenti  in  the  British  Museum,  which  is 
considerably  softer  and  freer  in  style.  V.  The  Hiri  Ludoinsi,  par 
excellence^  the  most  famous  of  all  the  busts  of  Juno,  in  which  the  divine 
and  human,  the  Goddess  and  the  Woman,  are  exquisitely  blended,  and 
which  has  just  that  air  of  grande  dame  which  suits  the  exalted  social 


*  Compare    a    head  found    by  Cesnola,  Numistn,  83,  and  Millin.  GcdL  Myth,  xii. 

Cyprus^   p.    190.      The  bust  form,    which  49. 

was  unknown  at  this  early  period,  may  seem  '  Brunn,  Annal,  d,  Inst,  1 864,  p.  297 ; 

to  militate  against  the  claim  of  these  works  Bullet,  d,Inst,  1846. 

to  represent  the  style  of  Polycleitus.     But  *  A  kind  of  headdress,  which   could  be 

they  may  have  belonged  to  statues,     Conf.  used  as  a  veil, 
also  coin    of   Samos    in  Decamps,   Select, 
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position  accorded  to  women  of  high  class  in  the  reign  of  Alexander 
and  his  successors.  VI.  A  bust  of  Hiri  (also  in  the  Villa  Ludovisi), 
with  veil  and  lofty  stepliane  as  bride,  in  which  character  even  shey 
for  once,  looks  soft  and  mild  ;*  and  VII.  The  *  Juno  Pentini*  (fig. 
152),  in  which  the  stern  Goddess  has  given  place  to  the  divine  and 
beautiful  coquette.  *  Of  a  similar  character  is  another  bust  of  H^rfi 
at  Naples  (fig.  153).* 

Another  work  attributed  to  Polycleitus  is  a  statue  of  Hermes^  ori- 
ginally executed  for  the  town  of  Cardia  or  iEnos,  in   the  Thracian 

Fig.  153. 
Fig.  152. 


JUNO  PENTINI.  JUNO  AT  NAPLES. 

Chersonese,'  but  transferred  to  the  neighbouring  town  of  Lysimacheia, 
which  was  founded  by  Lysimachus  after  Ol.  117.  3  (b.c.  310). 

These  are  the  only  perfectly  well  authenticated  statues  of  Gods  by 
the  hand  of  the  great  Polycleitus.  Mention  is  made  of  a  Zeus 
Melichius  *  in  Argos,  an  Aphrodite  *  in  Amyclae,  and  a  marble  group 
of  A  polio  y  LetOy  and  Artemis  ^  in  the  Temple  of  Artemis  Orthia^  on 


*  See  the  beautiful  description  of  Here,  *  Mon.  d,Inst.\\\\,  1864-8,  and  yf/uia/.i/. 

adorning  herself  for  conquest,  in  Horn.  //.  Iftst,  1864,  p.  297. 

xiv.  184:—  ■  Bursian,  Allg,  Encycl,  I.  Ixxxii.  p.  445, 

K€lX^  mfyardtf'  AcvKor  5'  ^v,  ^fcAtof  St^.  yVcr^f,  p.    ID/. 

Then  o'er  her  head  the  imperial  Goddess  threw  *  fu^^-  "o^^*  '' 

A  beauteous  veil  new  wrought  OS  sunlight  white.  Ibid.  HI.  1 8.  7* 
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Mount  Lycone,  between  Tegea  and  Argos,*  as  works  of  Polycleitus  ; 
but  there  is  good  reason  to  believe  that  they  belong  to  a  younger 
artist  of  the  same  name.^ 

Heracles  HegC^tir,  and  Heracles  slaying  the  Hydra.  Pliny' 
mentions  a  statue  by  Polycleitus  under  the  former  title  which  he 
saw  at  Rome  ;  and  Cicero  ^  refers  to  another  statue  of  the  same  hero 
in  the  act  of  slaying  the  Hydra,  but  we  know  nothing  further  of 
them. 

Amazon.  According  to  the  myth,  the  Amazons,  after  they  had 
been  defeated  by  Dionysos,  fled  to  the  sanctuary"  of  the  Temple 
of  Artemis  in  Ephesus,  which  they  themselves  had  founded.  Pliny, 
who  seems  to  accept  the  fable,  relates  that  the  most  celebrated  sculp- 
tors of  the  age  were  invited  to  compete  with  a  statue  of  a  female 
warrior  for  this  temple.  In  this  competition,  if  it  ever  took  place, 
Polycleitus  obtained  the  first  prize,  because  each  of  his  rivals  assigned 
to  him  the  second  place.  Pheidias  is  said  to  have  stood  second, 
Cresilas  third,  and  Phradmon  fourth.' 

We  have  several  statues  which  are  supposed  to  be  copies  of  the 
works  of  the  three  first-mentioned  artists,  and  they  resemble  one 
another  very  closely  in  size,  attitude,  and  drapery,  and  in  a  certain 
air  of  weakness  and  depression  indicative  of  their  defeat.  The  statue 
of  Cresilas  represented  an  ^  Amazon  wounded  and  fainting'  To  this 
description  the  well-known  figure  in  the  Capitoline  Museum  closely 
corresponds,  both  in  the  wound  beneath  the  breast  and  the  pathetic 
expression  of  the  face,  and  wc  are  fully  justified  in  regarding  it  as  a 
copy  of  the  work  of  Cresilas.*^ 

Of  the  second  work,  that  of  Pheidias,  the  so-called  Mattei  Amazon 
in  the  Vatican,  is,  with  considerable  probability,  supposed  to  be  a 
reproduction  in  marble.  We  know  that  the  original  bronze  figure 
was  leaning  on  a  spear,^  and  although  the  arms  of  the  Mattei  figure 


»  Pausan.  H.  24.  5.  »  Plin.  xxxiv.  53.    An  unknown  *  Cydon ' 

»  Brunn,  Aw^M/^^/rA.  i.  p.  211.     For  con-  is   also  mentioned,    through  a   mistake    of 

troversy  on  this  point  vid.  Bursian,  loc.  ciU  ;  Pliny's,  arising  from  the  word  YmI^^v  (Cydo- 

Urlichs,  SkopaSf  p.  4.  nian)  being  placed  after  the  name  Cresilas. 

•  N.  //.  xxxiv.  56.  ■  Vide  supra^  p.  336,  fig.  148. 

♦  Ve  OrcU.  ii.  16.  70.  '  Lucian,  Imagg.  4. 
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are  restored,  it  is  evident  that  the  right  arm  was  raised,  and  the 
restoration  is,  no  doubt,  correct.  An  exactly  similar  design  is  found 
on  an  ancient  gem,*  in  which  the  figure  is  represented  leaning  on  a 
spear — an  attitude  which  well  accords  with  the  feeble  appearance  of 
her  exhausted  frame.  We  see  most  clearly  in  the  wiry  hair  of  the 
Mattei   Amazon   (which    was   maintained    in    the  ^xg,  154. 

bronze  longer  than  in  the  marble)  that  it  is  copied 
from  an  original  in  bronze,  in  which  material  all 
the  Ephesian  Amazons  were  executed.  The 
strap  by  which  the  spur  was  fastened  is  found, 
according  to  the  custom  of  these  female  warriors, 
on  one  foot  only.  A  third  statue  in  the  Brac- 
cio  Nuovo  of  the  Vatican  (fig.  1 54),*  remarkable 
for  the  beauty  of  the  breast  and  the  harmonious 
arrangement  of  the  drapery,  is  accepted  by  many 
as  a  copy  of  the  work  of  Polycleitus.  But,  as 
we  have  already  said,  the  Amazon  of  Cresilas  is 
the  only  one  that  can  be  identified  with  any 
certainty.  We  may  judge  of  the  uncertainty 
which  prevails  among  many  competent  authorities 
respecting  the  other  two  from  the  facts  that  Conze  ^ 
claims  the  celebrated  Doryphorus  (generally  attri- 
buted to  Polycleitus)  for  the  Attic  school,  and  that        the  amazon  of 

^  ^  *  POLYCLEITUS? 

it  is  on  the  likeness  of  the  head  of  the  Amazon  in 

the  Braccio  Nuovo  to  that  of  the  Doryphorus  that  the  whole  theory 

of  its  authorship  rests.^ 


'  This  gem,  which  has  been  lost,  is  de-  '  With  which  a  beautiful  bronze  statuette 

scribed  in  Welcker's  Acad.  JCunst,  Mus,  in  in  Florence  should  be  compared. 

Bonn,  p.  64,  and  copied  in  Overbeck,  Ges.  *  Beitrdge  zur  Gcsch.  d.  gr,  Plastik.  p.  6. 

d.  Plasttky  i.  347.     There  is  a  very  fine  bust  <  Some  writers   think  that   they  see  the 

of  an  Amazon  in  the  Conservatori  Palace  at  characteristics  of  Polycleitus*  style   in    an 

Rome  which  resembles  closely  the  Amazon  Amazon  found  in  1869  tiear  the  Bath^  of 

ascribed  to  Pheidias.     It  was  found  in  the  Diocletian ^  and  now  at  Berlin.    It  resembles 

*  Orti  di  Mecaenate '  in  the  Esquiline.    The  the  figure  in   the   Braccio    Nuovo    of   the 

expression  of  the  eyes  is  mournful,  and  the  Vatican,  mentioned  in  the  text.     As  other 

slightly  open   mouth  adds  to  the   pathetic  representations  of  this  favourite  subject  we 

expression  of  the  face.     The  wiry  snake-like  may  mention  the  figure  in  the  Pal.  Borghese 

hair,  two  locks  of  which  are  bound  behind  at  Rome  [Annali  deW  Instil.    1872,   95). 

the  head,  indicates  that  it  is  copied  from  a  Conf.  Jahn^  Annali^  1864,  239,  vol.  viii.  7. 
bronze  original. 
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Athletes.  We  now  come  to  the  special  field  of  Peloponnesian 
art  in  general,  and  of  Polycleitus  in  particular.  However  honourably 
this  great  artist  may  have  acquitted  himself  in  the  attempt  to  create  a 
H^r6  worthy  of  the  Pheidian  Zeus,  he  was  only  in  his  real  element 
when  moulding  the  manly  form  in  its  greatest  natural  perfection, 
developed  and  beautified  by  the  exercises  of  the  *  grace-giving 
palaestra/ 

Pausanias  mentions  by  name  six  statues  of  victors  in  the  Olympian 


Fig.  155. 


games,  from  different  parts  of  Greece, 
as  the  works  of  Polycleitus.*  There 
is  a  very  beautiful  head  of  a  Palastrite 
in  the  style  of  Polycleitus  in  the  Archi- 
ginnasio  at  Bologna  ;  but  the  most  cele- 
brated works  of  Polycleitus  were  not 
portrait  statues  of  real  athletes,  but  ideal 
forms  which  fall  into  the  category  of 
genre. 

The  Diadumenos.  Pliny*  mentions 
under  this  name  a  statue  by  Polycleitus  of 
a  youth  of  tender  age  (*  molliter  juvenem '), 
which  was  so  greatly  admired  that  it  was 
sold  for  a  hundred  talents,  about  23,000/. 
Lucian'  also  refers  to  it  as  *the  beauti- 
ful.* The  well-known  Diadumenos  Famese 
(fig.  155),  now  in  the  British  Museum,* 
is    supposed    by    some    to    be    a   copy 

of    this   work ;   while   others   refer    it   to   an   original   by   Pheidias 

himself.* 


DIADUMENOS   FARNESE. 


>  Pausan.  vi.  13.  6 ;  vi.  4.  1 1 ;  vi.  7.  10  j 
vi.  9.  2.     Perhaps  of  Polycleitus  II. 

«  iV.  H.  xxxiv.  55. 

•  Philopeud,  18:  rhv  ZuJioiiitvov  r^v  «*- 
^oAV  Vf  '»'««'^  rhv  Ka\6p,  UoKvKKtlrov  yiip 
rovTO  fpyoy, 

«  Since  1864. 

»  There  is  a  beautiful  head,  probably  from 
a  similar  figure,  in  the  museum  at  Cassel, 
which  also  seems  more  Attic  than  Pelopon- 
nesian in  its  style.     This  head  was  among 


the  works  of  art  exhibited  in  Paris,  October 
14,  1807,  and  appears  in  the  catalogue 
(Paris,  Dubray,  Imprinuur  du  Afus,  Nap. 
1807,  p.  6,  No.  31)  under  the  title,  *  Tfie 
(Pun  jeune  homme  dont  Us  cheveux  et  U 
front  sont  serrh  (tun  large  bandtau,*  Vid. 
Botticher,  Kim.  Mus.  437.  The  Brit.  Mu- 
seum possesses  another  figure  from  the  class 
of  athletic  genre,  called  the  Diadumenos 
*  yaison.* 
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Tlie  Doryphorus,  By  far  the  most  celebrated  work  of  Poly- 
cleitus,  and  the  one  in  which  his  scope  and  style  were  most  fully 
represented,  was  the  so-called  Dorypltorus  Q  The  Spear-bearer ').  This 
was  a  statue  of  a  robust  youth,  *  viriliter  puerum,'  whose  whole  frame 
had  been  developed  to  its  full  size  and  strength  by  gymnastic  and 
martial  exercises.  He  was  represented  as  standing,  quiet  and  motion- 
less, with  a  lance  in  his  hand.  It  is  referred  to  by  Quintilian,  who  says 
that  the  most  celebrated  artists,  *  when  they  wish  to  mould  or  paint  the 
most  beautiful  human  forms,  never  fall  into  the  error  of  taking  some 
Bogoas  or  Megabyzus  as  their  model,  but  that  celebrated  Doryphorus 
fit  for  the  palaestra  or  the  field  of  battle.'  This  work,  too,  was,  in  one 
sense,  though  not  the  highest,  ideal ;  inasmuch  as  no  such  figure  ever 
existed.  It  was  the  human  form  freed  from  all  the  inherited  or 
acquired  defects  which  are  found  in  every  living  man.  It  was,  no  doubt, 
the  embodiment  of  the  great  artist's  theory  of  the  proportions  of  the 
manly  frame,  for  Pliny  appears  to  say  that  he  was  *  the  only  man  who 
has  left  a  manual  of  his  art  in  a  work  of  art' ^  Polycleitus  is  also  said 
to  have  committed  his  system  to  writing  in  a  treatise,  in  which  he  laid 
down  the  proportion  of  the  different  parts  of  the  body  to  one  another 
—  *  of  finger  to  finger,  palm  of  the  hand  to  fingers,  whole  hand  to  wrist, 
hand  and  wrist  to  fore-arm,  fore-arm  to  upper-arm,  and  of  all  to  each 
— as  is  written  in  the  canon  of  Polycleitus.'  ^  There  seems  good 
reason  to  believe  that  the  Doryphorus  was  identical  with  the  figure 
so  often  referred  to  by  ancient  writers  as  *  the  ca?ion  *  (0  Kava>p)  of  Poly^ 
cleitus,'*  in  which  he  represented  the  normal  youthful  athlete  according 
to  the  scheme  laid  down  in  his  written  treatise.  Cicero  alludes  to 
this  statue,  saying  that  it  was  the  teacher  of  the  sculptor  Lysippus. 
Lucian,  too,  rather  to  our  surprise,  considering  the  somewhat  heavy* 
type  of  Polycleitus'  figures,  likens  hisr  idea  of  a  perfect  dancer  to  this 


*  N,  H.  xxxiv.  55  :  *  Solusque  hominum  maintain  the  contrary.  The  question  de- 
artem  ipsam  fecisse  artis  opere  judicatur.*  pends  somewhat  on  the  punctuation  of  the 
This  is  Otto  Jahn's  interpretation.  passage  in  Plin.  xxxiv.  55,  *  puerum  fecit,  et 

'  Galen.    De    Plac,    Hipp,    et    Plat,    5.  quem  canona  vocant,  *  or  *  puerum ;   fecit  et 

Vitruvius  (iii.  I )  expressed  these  proportions  quem   canona  vocant,*  &c.     The  text  as  it 

in  numbers,  and  the  question  is  whether  he  stands  seems  to  me  to  be  in  favour  of  two 

followed  the  Canon  of  Polycleitus.  statues,  but   the  matter  is  not  decided  by 

*  Friedr.  {Baust.  118),  Thiersch  {Efochen,  this  one  passage. 

357),    and   Brunn  {Kunstler-Gesch,   i.    215)  <  Cic.  Brut,  86.  296;  Orat,  ii.  5. 
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same  canon.  *  I  fancy/  he  says,  *  that  a  form  will  present  itself  to  me  ; 
like  the  canon  of  Polycleitus ;  let  it  be  neither  too  tall  and  immo- 
derately long,  nor  low  and  dwarfish  in  its  stature,  but  accurately 
proportioned  {SfifisTpof  aKpifimy  * 

It  is  highly  probable  that  among  the  many  existing  antique 
statues  of  lance-bearing  youths  of  the  massive  type  ascribed  to  Poly- 
cleitus we  possess  copies  of  the  canon.  Among  these  the  figure  from 
Herculaneum  at  Naples  is  generally  considered  to  give  the  best 
idea  of  the  work  of  Polycleitus.  Some  archaeologists  think  that 
a  still  closer  copy  of  the  Doryphorus  is  concealed  from  us  in  the 
Vatican  (Braccio  Nuovo)  by  its  false  restoration  as  a  Discobolus} 
This  statue  is  a  good  example  of  the  manner  of  the  Peloponnesian 
school  The  upper  part  of  the  breast  is  made  abnormally  large,  by 
which  the  free  play  of  the  lungs  and  the  robust  strength  of  the  young 
athlete  are  forcibly  expressed.  This  feature  is  characteristic  of  the 
fifth  century  B.C,  and  more  especially  so  of  Polycleitus,  who  was  as 
celebrated  for  his  formation  of  the  breast  as  Myron  for  his  heads, 
and  Praxiteles  for  his  arms.' 

Athlete.  Pliny  mentions  in  a  few  words  an  Athlete  by  Polycleitus 
engaged  in  scraping  himself  with  the  strigil  after  exercise  (^se 
destringentem'\  probably  in  the  same  manner  as  the  well-known 
Apoxyomenos  of  Lysippus.*     In  the  same  sentence  he  speaks  of  a 

Wrestler,  *  showing  his  art  in  the  use  of  his  heels '  (*  talo  inces- 
sentem').  *  Of  these  two  statues  we  know  nothing  but  the  name  and 
subject  We  are  able  to  gain  a  clearer  notion  of  another  work  of 
Polycleitus  called 

Astragalizontes,  a  group  of  two  nude  boys  playing  with  knuckle- 
bones, which  stood  in  the  palace  of  the  Emperor  Titus,  and 
was  generally  considered  to  be  'unsurpassed  as  a  work  of  art.'® 
The  well-known  group  in  the  Btitish  Museum  (fig.   156)  is  referred 


*  Lucian,  De  SaUcU.  75.  »  *  irayirparuurr^i'  diroirrc/w'/^oi^a,*  Jacobs, 
«  This  was  first  pointed  out  to  me  by  Prof.  ad  Philostr,  p.  435  ;  ap.  O.  Miiller,  Handb, 

Helbig  at  Rome.  d.  Arck.  p.  113. 

•  <  Chares  a  Lysippo  statuas  facere  non  isto  •  Plin.  N.  H.  xxxiv.  55:  '/^u*  ludentes 
modo  didicit  ut  Lysippus  caput  ostenderet  .  .  .  hoc  opere  nullum  absolutius  plerique 
Myronis,  brachia  Praxitel is,  pectus  Polydeti.  *  jud icant. ' 

<  Plin.  N.  H.  xxxiv.  55. 
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by  some  to  the  original  of  Polycleitus,  but  without  sufficient  reason  ; 

the  whole  style  and  tone  of  this  beautiful  work,  which  is  Roman  in 

execution  though  of  Greek  invention,  are  against  the  supposition.* 

Tke  two  CanephorcB,  which  Verres  stole  from  Heius  of  Messana, 

were  also  attributed  to  Polycleitus, 

.  .  /  J^'G.  156. 

whose  name  Cicero  mentions  with 

the  greatest  reverence.  These  were 
two  bronze  figures,  not  very  large, 
but  of  exquisite  beauty,  with  the 
air  and  dress  of  virgins,  bearing 
the  sacred  vessels  on  their  heads 
in  a  basket,  after  the  manner  of 
the  Athenian  Canephorae.^  A 
writer  of  the  fourth  century  of 
our  era  speaks  of  them  in  the  same 
sentence  with  the  Olympian  Zeus 
of  Pheidias  and  the  Cow  of 
Myron.®     Polycleitus  is  also  said  to  have  executed  a  statue  of 

A  rtemon^  sumamed  Periphoretos^  an  engineer  employed  by  Peri- 
cles in  his  wars,  and  so  named  because,  being  lame,  he  inspected  the 
warlike  machines  from  a  litter.*  He  has  sometimes  been  confounded 
with  an  effeminate  youth  of  the  same  name  mentioned  by  Anacreon.* 


ASTRAGALIZONTES. 


Style  of   Polycleitus. 

In  our  efforts  to  form  a  conception  of  the  genius  and  style  of  the 
greatest  of  Peloponnesian  sculptors,  we  receive  more  aid  than  usual 
from  ancient  amateurs  and  critics.  There  was,  as  is  well  known,  a 
very  marked  difference  between  the  scope  and  manner  of  the  Pelo- 
ponnesian school  on  the  one  hand,  and  the  Attic  on  the  other,  and 
Polycleitus  is  as  true  a  representative  of  the  former  as  Pheidias  of  the 


•  In  the  one  preserved  figure  of  this  group 
the  teeth  are  shown  in  a  very  remarkable  and 
unusual  manner.  It  reminds  us  of  Murillo's 
Tutti.'  Vid.  Anc,  Marb,  ii.  3;  and  Arch. 
Zeit.  1867,  p.  103.  There  is  a  marble  statue 
of  a  girl  playing  with  astragals^  of  good  Ro- 


man work,  in  the  Berlin  Museum. 
»  Cic.  in  Verrtntj  iv.  3.  5. 

•  Symmach.  Epist.  i.  23. 

<  Plin.  A'.  H.  xxxiv.  56.     Plut.  Perici  27 

*  Anacr.  CafPi.  rell.  ed.  Bergk,  p.  no. 
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latter.  We  expect  to  find  the  type  of  Polycleitus's  figures,  as  com- 
pared with  those  of  his  Attic  predecessors  and  contemporaries,  and 
also  those  of  his  successors,  Lysippus,'&c.,  somewhat  broad  and  heavy. 
Varro  expresses  these  qualities  by  the  term  quadrata}  which,  though 
it  may  not  correspond  exactly  to  our  *  square-built,'  *  thickset,*  denotes 
a  certain  breadth  and  solidity,  as  opposed  to  the  elegance  of  Attic 
art  and  to  the  length  and  slimness  which  Lysippus  gave  to  his  statues. 
In  comparing  Polycleitus  with  his  greater  rival  Pheidias,  we  may 
take  as  our  guide  the  well-known  passages  in  Cicero  and  Quintilian.* 
As  regards  technical  skill,  and,  in  one  sense,  beauty  of  work,  it  was  a 
question  to  which  of  the  two  the  palm  should  be  awarded.  The 
former  writer  says  that,  *  in  his  opinionl  the  statues  of  Polycleitus 
were  'almost  perfect,*  by  which  he  probably  meant  that  others 
preferred  the  soft  elegance  of  a  Praxiteles,  or  the  abandon  of  a  Scopas. 
Quintilian  ^  maintains  that  the  great  Sicyonian  surpassed  all  others  in 
'industry'  (finish)  and  graceful  dignity.*  His  'industry'  is  further 
attested  by  his  saying,  recorded  by  Plutarch,  that  the  artist's  work 
became  most  difficult  *  wJun  tfu  clay  came  to  tlie  naill  *  i.e.  when  the 
last  finishing  touches  had  to  be  given.  *  But  although,'  adds  Quin- 
tilian, *  the  palm  is  awarded  to  him  by  most  persons,  yet  that  some 
qualification  {ne  nihil  detrahatur)  may  be  made,  they  think  that 
he  wanted  dignity  (or  majesty)  {pondus),  for  though  he  endowed 
the  human  form  with  a  beauty  beyond  the  truth  of  nature,  he 
did  not  reach  the  sublimity  {auctoritatem)  of  the  Gods.'  We  have 
here  the  gist  of  the  whole  matter.  Pheidias  employed  the  human 
form,  in  an  ideal  and  supernatural  development,  to  embody  his 
visions  of  the  divine  nature.     By  the  demiurgic  force  of  his  genius 


•  A  pud  Plin.  N,  H,  xxxiv.  56.  Celsus,  oculi,  manuura  motus  teneant  decorum. 
De  Medic,  ii.  I :  *  Corpus  autem  habilissimum  Quibus  in  rebus  duo  maxime  efficienda,  ne 
quadratum  est,  neque  gracile  neque  obesum.  *  quid  effeminatum  aut  molle,  et  ne  quid  durum 
The  equivalent,  T€Tf)tt7«vos,  was  applied  to  et  rusticum.* 

qualities  of   mind   and   character.      Plato,  •  Plutarch,  Quasi,  Conviv,  ii.  3.  2 :  inrkp 

Protag.  344  A  {Fragm.  12.  2,  Schneidewin) :  oS  -rhv  WoXiiKK^vrov  ol6fi($a   X^yeiv,  &s  ftrri 

icol   woffl   Kol    y6<f    rtrpdyotyos    rtTvyfi^vos,  x^^''^^'''^'''^^   avruy  rh   ^pyoVy  oXi   &r   c/s 

Arist.  Eth.  N^ic.  i.  10.  11,  rerpdywyos  hrfip.  j/vuxa^  wriKhs  &^/fti}Tai.  Conf.  Juvenal, 

»  Cic.  Brut,  18.  70.  Sat,  viii.  102: 

»  QuintU.  /;w/.  Orat.^\l  10.  7.           ,      .  *.    .    .  nee  non  Polycliti 

*  *  Decor.*     Conf.   Cicero,  De  Offictts^  1.  MuUus  ubique  labor.' 
35  :  *  Status,  incessus,  sessio,  accubitio,  vultus 
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he  created  the  Gcxls  of  Greece,  and  men  and  Gods  accepted  and  ap- 
proved his  work.  But  Polycleitus  regarded  the  perfect  human  form — 
such  as  Nature,  freed  from  accidents,  would  have  made  it — as  the  scope 
and  limit  of  his  aspirations.  He  did  not  even  try  to  reach  the  awful 
majesty  of  the  Gods ;  but  he  set  before  his  countrymen  the  ideal  man 
*  supra  verum,'  such  as  we  never  see,  indeed,  but  such  as  he  might  be, 
in  the  prime  of  life,  if,  born  without  blot  or  blemish,  his  frame  were  de- 
veloped by  healthy  growth  and  judicious  training  into  perfect  harmony 
and  beauty.  He  rested  there.  It  is  true  that  he  formed  a  H^r^, 
and  one  which  could  be  praised  ;  and  it  is  on  account  of  this  work 
that  he  is  classed  with  Pheidias  for  the  qualities  of  *  sublimity,  gran- 
deur, and  dignity,*  *  as  compared  with  *  the  elegance  and  grace  of 
Calamis  and  Callimachus.*  But  this  was  not  the  kind  of  subject  he 
would  have  chosen  for  himself ;  and  though  he  seems  to  have  equalled, 
if  not  excelled,  Pheidias  in  the  toreutic  art,^  his  chryselephantine 
Here  did  not  excite  the  enthusiasm  of  antiquity  like  the  Olympian 
Zeus  of  Pheidias,  or  even  his  own  athletic  statues.  For  once,  when 
called  on  by  his  country,  he  made  an  exceptional  effort  to  soar  to 
Olympian  heights  and  embody  the  Divine,  but  his  true  sphere  of 
action  was  on  earth. 

Nor  does  Polycleitus  appear  to  have  chosen  for  representation  the 
female  form,  the  favourite  subject  of  Attic  artists,  but  rather  man  in 
the  bloom  of  his  youth,  or  in  the  combined  activity  and  strength  of 
his  early  manhood  ;  and  hence  Quintilian  says  of  him  that  *  he 
avoided  the  graver  {graviorem)  age,  and  ventured  on  nothing  but 
smooth  cheeks.' ' 

Much  of  what  we  have  here  said  would  apply  to  his  older  con- 
temporary Myron,  with  whom  he  had  a  common  subject,  and  to 
whom  he  is  directly  compared.  Myron  was  thought  to  excel  Poly- 
cleitus *  in  variety  of  rhythm,'  by  which  is  meant  that  the  former 
delighted  in  pourtraying  the  perfect  athletic  form  not  in  repose,  but  in 
moments  of  the  most  intense  and  complicated  activity,  when  all  the 


*  Dion.    Hal.  De  hocr.    3,  p.  541,    ed.  summasse  banc  scientiam  judicatur,  et  loreu- 
Reiske  :  KotA   t^  fftfiyhv  icol  ftryoX^cxvov  ticon  sic  eradisse  ut  Pheidias  aperuisse.' 

Kcd  it^^mfxaruciv.  '  Quint.  Inst,  Orat,  xii.  10.  7. 

*  Plin.  xxxiv.  56 :  *  Hie  (Polycleitus)  con- 
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forces  of  mind  and  body  were  concentrated  into  one  focus,  as  in  the 
Discobolus  and  the  Ladas. 

Polycleitus  was  an  architect  as  well  as  a  sculptor,  and  Pausanias 
speaks  in  eulogistic  terms  of  an  odeum  (theatre)  built  by  him  at 
Epidaurus.  *  For  harmony  and  beauty,'  he  says,  *  what  artist  will 
venture  to  contend  with  Polycleitus?'  He  was  also  especially  cele- 
brated as  a  caster  of  bronze,  and  for  his  skill  in  the  toreutic  art,  which 
includes  both  the  working  in  gold  and  ivory,  and  the  chasing  of  the 
precious  metals  ;  which  arts  he  appears  to  have  carried  to  the  highest 
perfection.^ 

'  Plin.  N.  H,  xxxiv.  54.     Strabo,  viii.  372.     Martial,  viii.  51.  2.    Statius,  Syh,  ii.  2.  67. 
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CHAPTER    XXX. 

THE  SCHOOL    OF   POLYCLEITUS. 

An  artist  like  Polycleitus,  whose  works  were  the  offspring  of  clear 
intelligence  and  careful  study,  rather  than  of  inspired  genius  and 
lively  imagination,  would  naturally  have  a  greater  number  of  pupils 
than  a  Pheidias.  His  aims  were  not  the  very  highest,  but  he  tho- 
roughly attained  them,  and  there  was  nothing  altogether  hopeless  or 
absurd  in  the  attempt  to  follow  him.  While,  therefore,  the  great  Attic 
master  can  hardly  be  said  to  have  formed  a  distinct  school  at  all,  we 
are  able  to  trace  the  teaching  and  .influence  of  Polycleitus  through 
four  or  five  successive  generations  of  disciples.  It  was  to  him  and  to 
his  school,  in  a  very  great  measure,  that  his  country  was  indebted  for 
the  extraordinary  prevalence  of  that  pure  and  refined  taste,  and 
accurate  workmanship,  which  surprises  us  in  the  productions  of  even 
the  ordinary  artisan  ;  and  that  passionate  love  for  real  beauty  in  art, 
which  seems  to  have  pervaded  the  whole  Greek  race. 

Of  the  immediate  pupils  of  Polycleitus  the  following  names  are 
recorded :  Asopodorus,  Alexis,  Phryno,  the  two  Arcadians  Athenodorus 
and  Demeas  of  Cleitor,*  Canachus,  and  Pericleitus.  Some  of  these 
were  employed  in  the  execution  of  the  great  offering  at  Olympia^ 
made  by  the  Lacedaemonians  for  their  naval  victory  under  Lysander 
at  .^gospotami.  This  monument — which  is  the  more  interesting 
because  it  reminds  us  of  a  similar  work  by  Pheidias  offered  for  the 
victory  at  Marathon —  consisted  of  a  group  of  nearly  forty  bronze  statues 
arranged  in  a  double  row,  probably  on  a  semicircular  basis.  Even 
the  insane  and  baneful  ambition  of  a  Lysander  must  have  been  fully 


Plin.  -A^.  H,  XXX iv.  50.     Pausan.  x.  9.  8,  9. 
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gratified  for  the  moment  by  the  erection  of  such  a  monument  in  such 
a  place.  In  spite  of  the  presence  of  the  Gods,  it  is  evident  that  LysatuUr 
*  with  long  hair  and  noble  beard,*  after  the  ancient  fashion,*  was  the 
central  figure.  As  god  of  the  sea  on  which  the  victory  was  gained, 
Poseidon  placed  a  garland  on  the  hero's  head, and  Zeus,  Apollo,  Artemis, 
and  tfie  Diosairi  w^TQ  witnesses  of  his  triumph.  These,  with  Abas^ 
the  Seer  in  attendance  on  Lysander,  and  Hermon,  the  pilot  of  his  ship, 
formed  the  front  row.  The  statues  of  Zeus  and  Apollo  were  the 
work  of  Atkefwdoj-us,  those  of  Poseidon  and  Lysander  were  by 
Dameas.  Both  these  artists  were  pupils  of  Polycleitus,  and  both 
Arcadians  from  Cleitor.  The  seer  Abas  was  made  by  Pison  of 
Calaureia ;  Hermon  the  pilot  by  Theocosmus ;  and  the  Dioscuri  by 
Antiphanes,  Behind  these  principal  figures  were  statues  of  Spartans 
or  their  allies?  who  had  taken  a  prominent  part  in  the  battle.  Of 
these  Canachus  of  Sicyon,  another  pupil  of  Polycleitus,  and  Patrocles, 
made  ten,  Tisander  eleven,  and  Alypos  of  Sicyon  seven. 

Among  the  immediate  pupils  of  Polycleitus  mentioned  above  was 
PericleituSy  who  is  chiefly  known  as  the  teacher  of 


Antiphanes  of  Argos,* 

01.  93-103  (B.C.  408-368), 

who  executed  the  statues  of  the  Dioscuri'^  in  the  Lacedaemonian 
group  described  above.  This  artist  also  made  a  *  Trojan  Horse '  in 
bronze  for  the  Argives,  as  an  offering  for  their  victory  over  the 
Lacedaemonians  at  Thyrea  (B.C.  414).  We  are  able  to  trace  the  school 
of  Polycleitus  to  a  fourth  generation  in  the  person  of  a  pupil  of 
Antiphanes, 


»  Plut.  Lysand.  i.  *  Pausan.  v.  17.  3. 

*  Lysander  must  have  had  more  than  one  •  Plutarch  {Lysander^  i8)  refers  to  this 
prophet!  We  read  (Pausan.  iii.  il.  5)  that  group,  and  says  that  Lysander  'set  up  in 
Agias  prophesied  that  Lysander  would  cap-  Delphi,  from  the  spoils  of  the  victory  at 
ture  the  fleet  of  the  Athenians  except  ten  ^Egospotami,  a  bronze  image  of  himself  and 
triremes.  eadi  of  his  captains,  and  the  golden  stars  of 

•  *  The  sea-blue  Nauarchs  *  (Plut.  De  the  Dioscuri,  whkh  disappeared  from  their 
Pyth,  Orac,  2),  places  before  the  battle  of  LeuctraJ' 
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Cleon  of  Sicyon, 

OL  98  (B.C.  388), 

who  made  two  of  the  bronze  images  of  Zeus  called  Zanes^  set  up  in 
the  Altis  at  Olympia,  The  pedestals  of  these  statues  have  been 
discovered  near  the  eastern  end  of  the  northern  wall  of  the  Altis. 
The  cost  of  their  erection  was  defrayed  from  the  fines  levied  on  those 
who  violated  the  regulations  of  the  Olympian  contests,  which  they  had 
sworn  to  observe  before  the  altar  of  Zeus  Horkios.*  The  names  of  the 
offenders  were  inscribed  on  the  bases  of  these  statues  as  a  punishment 
and  a  warning.  Cleon  also  executed  an  image  of  Aphroditi  in  bronze, 
and  statues  of  victorious  athletes,  among  which  was  that  of  Hysmon 
the  Eleiatiy  who  was  represented  with  the  jumping  weights  {okTripas 
apxalovs)  in  his  hands.^ 

The  names  of  several  artists  are  recorded  who,  though  not  direct 
pupils  of  Polycleitus,  may  be  considered  to  have  worked  on  the  lines 
laid  down  by  him.  Of  these  we  can  only  mention  the  most  impor- 
tant. 

Patrocles  of  Sicyon/ 

Bom  01.  77,  3  (B.C.  470), 

who,  as  we  have  seen  above,  executed  ten  figures  for  the  Lacedaemo- 
nian group,  appears  in  Pliny  as  a  sculptor  of  athletic  figures.  He  is, 
however,  best  known  as  the  father  of  three  considerable  artists: 
Naucydes,  Daedalus,  and  Polycleitus  II.,  of  whom  the  eldest  probably 
was 

Naucydes  of  Argos, 

Born  01.  85.  i  (B.C.  440). 

This  artist  has  been  generally  called  the  son  of  an  otherwise 
unknown  artist  Mothon  from  an  erroneous  rendering  of  a  passage  in 


*  Thucyd.  vi.  95.     Pausan.  v.  21.  2;  22.  «  Pausan.  vi.  3.  9. 

I.     Conf.  C.  T.  Newton,  *  The  Discoveries  •  Brunn,  Ber,  d.  Kon,  baUr,  Acad,  Nov. 

at  Olympia,*  Edinb,  Rev,  Jan.  1879.  6,  1880,  p.  446. 
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Fig. 


Pausanias.*  The  word  Mo^6)i/oy,  which  has  been  translated  'son  of  Mo- 
thon/  probably  denotes  the  place  in  which  he  lived,  viz.  Metliana,  be- 
tween Epidaurus  and  Troezen.  Naucydes  therefore  was  Mf^cowub; 
'kp^Aos?  He  is  said  to  have  made  a  chryselephantine  statue  of  Hibi^  as 
attendant  on  the  renowned  work  of  the  elder  Polycleitus,  the  Argive 
H^r^.^  Of  Gods  he  made  a  statue  of  Hecati  for  her  temple  at  Argos,  and 
a  Hermes,  The  best  known  of  his  other  works  were  Phrixus  sacrificing 
the  ram  \^  two  statues  of  tfie  Olympian  Wrestler  Cheimon,  one  of  which 

was  removed  from  Argos  to  the  Temple 
of  Concord  in  Rome  ;  *  a  statue  of  Eucles 
the  boxery  nephew  of  the  illustrious 
Rhodian,  Diagoras,  on  whom  Pindar  has 
bestowed  immortal  honours  ;^  and  above 
all  a  genre  figure  of  a 

Discobolus''  (fig.  157),  of  which 
some  writers,  on  slender  grounds,  would 
see  a  copy  in  the  Vatican  statue* 
found  by  Gavin  Hamilton  on  the 
Appian  Way  at  Rome.  This  beautiful 
figure,  which  appears  to  me  much  more 
Attic  than  Peloponnesian  in  style,  re- 
presents an  athlete  standing  quietly 
with  his  quoit  in  his  left  hand,  col- 
lecting all  his  powers  for  the  crown- 
ing effort  He  is  in  the  act  of  taking  up 
his  position,  as  is  shown  by  the  advanced 
right  leg ;  he  is  measuring  the  ground 
with  his  eye,  and  at  the  same  time 
moving  the  fingers  of  his  right  hand,  as  if  to  test  their   strength 


THE   DISCOBOLUS  AFTER 
NAUCYDES  ? 


r^8c  &5cX^5  noXvicXc^Tov  (some  MSS.  have 
ncpifcXf frow)  tiavMtii  M6$wyos.  The  fact 
that  of  the  three  brothers  Dscdalus  is  called 
a  Sicyonian,  and  the  two  others  Argives,  is 
satisfactorily  explained  by  Brunn;  but  see 
Ephesian  inscription,  in  Corp,  Inscr,gr,  2984, 
and  some  lately  discovered  Olympian  inscrip- 
tions, quoted  in  Arch,  Zeit,  1879,  p.  45,  n. 


221,  and  Arch.  Z,  1878,  p.  84,  n.  129. 

*  Furtwangler,  Arch.  Zeit.  1879,  p.  46. 
Brunn,  loc,  cit,  Thucydides  (iv.  45)  calls  it 
Mc0i(n7,  ibid, 

*  Pausan.  ix.  32. 

*  Plin.  N,  H,  xxxiv.  80.     Pausan.  i.  242. 
»  Ibid,  iv.  9.  3.  •  OL  vii. 

'  Plin.  loc,  cit, 

"  In  the  Sola  di  Biga, 
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and  pliancy,  on  which  his  fate  depends.  Whether  it  is  a  copy  of  the 
work  of  Naucydes  or  not,  it  is  no  doubt  a  work  of  great  excellence 
from  the  best  period  of  Greek  art.  Some  writers  ascribe  the  original 
of  the  Vatican  Discobolus  to  Alcamenes.* 

Considerable  poetic  interest  attaches  to  another  work  of  Naucydes 
mentioned  by  Tatian,  viz.  a  statue  of  the  Lesbian  Poetess  Erinna,  the 
contemporary  and  friend  of  Sappho,  who  died  a  virgin  at  the  age  of 
nineteen  after  producing  verses  *  worthy  of  Homer/  *  Her  chief  work 
was  called  'HXa/car^  (the  distaff),  of  which  only  four  verses  are  extant. 
According  to  a  passage  in  the  *  Ecphrasis '  of  Christodorus,  Erinna  was 
represented  sitting,  lost  in  poetic  musing  and  forgetful  of  the  uncon- 
genial labours  in  which  *  the  fear  of  her  mother '  ^  compelled  her  to 
occupy  herself. 

Tlapdtvucfi  d*  "Hpivva  \iyv0poos  €((to  Kovprj 

ov  fxiTov  dfi<f>ai(f)6<aa'a  noXvirXoKovy  aXX*  cVl  (rtyfj 

IIt€piKjjs  fxiBdfuyyas  dnoaraXdova'a  fX€\i<ra'rjs, 

There  sat  in  stone  Erinna,  vocal  maid, 
No  woven  maze  of  threads  her  hand  essayed, 
But  from  her  musing  soul  flowed  silently 
The  purest  honey  of  Pieria's  bee. — H.  A.  P. 

Naucydes  had  several  distinguished  pupils,  among  whom  was 
Alypos  of  Sicyon,  Ol.  93.  4  (B.C.  405),  who  as  a  very  young  man  was 
employed  in  the  execution  of  the  Lacedaemonian  trophy  mentioned 
above. 

D^DALUS  OF  Sicyon, 

who  was  also  engaged  in  the  same  work,  was  probably  the  second  son 


*  See  Liibke,  Gesch,  d,  Plastik.  p.  168.  Than  the  myriad  daws  whose  clamour  filU  the  very 

»  Suidas,  t.  ii.  p.  75:  ol  «i  tnixoi  n^r^J  skies  m  spring.-H.  A.  P. 

4Kpien<rw  Jffoi  roh  *Ofiiipov,     In  reference  to  "  Epigr.  Cod.  Pal.  Anai.  iii.  p  261:— 

the  small  number  of  her  verses,   see  the  *H  cat  in'  riXuKdrri  i».riTpos  fopw,  ^  xaX  «^*  ivrtf 

Epigram  (Corf.  /W.  p.  330 ;  Ama/.  ii.  p.  19,  ^'^';''''"». ^^V'* "^  ^'P']  •f*"**'*''^; 

r^          ^                     r    j«?    >                    r       7'  j^^  Muses'  vot  ry  loom  and  distaff  plied 

In  fear  her  angry  mother  else  should  chide. — H.A.P. 

kJ::!SI  &:::if*.l/^,ti'4'A«..  Conf  'Erinna,'  Welcker  in  Creuxer's  M.i,. 

Nobler  in    he  r«alm  of  music  ]un  the  swans  that  '^^^^  Pt.  n.  p.  3. 


47):- 
A( 
K 

bier 
rarely  sing, 
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of  Patrocles,^  of  whom,  according  to  Pausanias,*  he  was  also  a  pupil. 

Pliny '   mentions   him   as  a  sculptor   of  iconic  statues  of  Olympian 

victors. 

The  celebrity  of  Daedalus  is  further  attested  by  a  trophy  in  the 

Altis  at  Olympia,  which  he  was  commissioned  to  make  by  the  Eleians 
Pj^      g  themselves  for  a  victory  over  the  Lacedaemonians 

in  Ol.  95  (B.C.  400).*  His  other  works,  of  the  nature 
oi genre y  were  two  boys  using  the  strigil^  after  exer- 
cise (aTTo^vofisvoi)  and  a  Girl  bathing^  (fig.  158), 
generally  called  Venus,  which  stood  in  Pliny's  time 
in  the  portico  of  Octavia  at  Rome.  This  was  pro- 
bably the  prototype  of  the  well-known  Cowering 
Venus  (  Venus  accroupie\  of  which  there  are  copies 
in  the  Vatican,  Louvre,  and  other  museums.'  The 
youngest  son  of  Patrocles  was 


POLYCLEITUS   THE   YoUNGER, 

COWERING    *APHRO-  ^,     ^^     ,    /t>  r-     .^.\ 

DiTE.'  ^^-  93-  4  (B.C.  405), 

who  appears  to  have  been  *  a  pupil  of  his  own  brother  Naucydes. 
To  Polycleitus  the  younger,  and  not  to  his  great  predecessor  and 
namesake,  is  generally  ascribed  the  statue  of 

Z£us  MeilichioSy  offered  by  the  Argives  in  atonement  for  the 
massacre  of  Bryas  and  his  guard  of  a  thousand  men.  This  general 
was  accused  of  violence  towards  a  maiden  of  Argos,  and  he  and  his 
troops  were  destroyed  by  the  enraged  citizens.®  The  most  interesting 
of  his  works  for  the  history  of  art  is  his 

Zeus  PkilioSy  as  being  of  an  entirely  different  type  from  that  of 
the  Olympian  Zeus  of  Pheidias.  This  statue  stood  in  the  sacred  pre- 
cincts of  the  Temple  of  Dcmeter  and  Cora  at  Megalopolis,  and  repre- 


>  Vid.  Corp,  Inscr,  gr.  2984,  and  the 
Olympian  inscription  referred  to  above. 

*  Pausan.  vi.  3.  4.         •  N,  B,  xxxiv.  50. 

*  Perhaps  after  the  retreat  of  King  Agis 
from  the  R.  Alpheius  in  consequence  of  an 
earthquake.  Paus.  viii.  3,  Xenoph.  Hell, 
2.  25.  Grote,  //.  of  Greece,  y'vX,  313.  Clin- 
ton, F,  H,  400. 

*  Plin.  N,  H,  xxxiv.  76. 


•  Plin.  N,  H,  xxxvi.  35. 

"*  See  engravings  of  this  figure  in  Bouillon, 
&c  i.  15,  I ;  Clarac,  Mus,  tie  Sc.  345,  141 7  ; 
and  Stephani,  Contpte  rendu  de  1859. 

■  vi.  6.  2. 

•  Pausan.  ii.  20.  2.  Conf.  Diodor.  viii. 
75.  It  may  still  be  doubted  whether  this 
statue  was  the  work  of  the  older  or  younger 
Polyclciius. 
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sented  the  God  in  his  character  of  patron  of  friendship.  According 
to  Pausanias  this  new  type  of  Zeus  was  invested  with  the  attributes 
of  Dionysos,  wearing  the  buskin,  and  holding  a  cup  in  one  hand  and 
in  the  other  a  thyrsos.  On  the  top  of  the  thyrsos  was  an  eagle, 
which  is  not  usually  found  in  the  representations  of  Dionysos.*  His 
statue  of 

Antipatros  of  Miletus^  a  boy  who  was  victorious  in  a  boxing- 
match  at  Olympia,  is  connected  with  a  story  which  throws  a  curious 
light  on  the  intrigues  to  which  the  keen  rivalry  of  the  Grecian  States 
gave  rise.  In  the  98th  Olympiad  Dionysius,  the  Tyrant  of  Sicily, 
sent  a  splendid  embassy  to  represent  him  at  the  Olympic  games.  The 
Sicilian  envoys  succeeded  in  bribing  the  father  of  Antipatros  to  induce 
his  son  to  be  proclaimed  as  a  Syracusan  instead  of  a  Milesian  ; 
the  boy,  however,  rejected  their  gifts  with  scorn,*  and  claimed  his 
honours  in  the  name  of  his  own  country. 

In  no  known  connexion  with  the  above  we  find  the  name  of 
another  Argive  artist  of  this  period,  named 

Phradmon, 

01.  90  (B.C.  420)? 

who  competed,  as  is  said,  with  Pheidias  and  others  with  the  statue  of 
an  Amazon^  and  was  adjudged  the  last  place.^  He  made  a  statue  of 
Amertas  the  boxer,  and  a  bronze  group  of  twelve  cows,  as  an  offering 
for  a  victory  over  the  lUyrians,  which  is  the  subject  of  an  epigram.* 

Artists  in  Other  Parts  of  Greece. 

Of  these  the  best  known  are 

Cleoitas  and  Aristocles. 

01.  86-90  (B.C.  436-420). 
Cleoitas  is  said    to    have  contrived   the   a<f>s<TL9 — a  complicated 


*  Pausan.    viii.    31.    4.     Preller,    ArcA,  •  Pausan.  vi.  2.  4.    ■  Plin.  J^.ff,  xlix.  53. 

Zeitung,  1845,  p.  105.  *  AnthoL  Palat,  ix.  743. 
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system  of  barriers  connected  with  the  chariot-races— at  Olympia,  as  is 
recorded  in  elegiac  verses  on  the  base  of  one  of  his  statues  at 
Athens.* 


NiCODAMUS   OF    M^ENALUS    (ArCADIA), 

Ol.  90  (B.C.  420), 

who  executed  a  statue  of  Athini^  standing  erect,  with  helmet  and 
aegis  ;  two  statues  of  Heracles  as  a  boy^  in  one  of  which  he  is  repre- 
sented as  shooting  the  Nemean  lion.* 


Callicles  of  Megara, 

01.  100  (B.C.  380), 

the  son  of  Theocosmus  of  Megara,  the  sculptor  of  an  iconic  statue  of 
the  great  descendant  of  Heracles,  Diagoras  of  Rhodes^  surnamed 
*  the  victorious,'  who  enjoyed  the  rare  honour  of  being  a  TrBpioBopiKtf^ 
(victor  at  all  four  Greek  festivals).  The  seventh  Olympian  ode  of 
Pindar,  written  in  his  honour,  was  inscribed  in  letters  of  gold  on  the 
Temple  of  Ath^nd  at  Cnidos  in  Rhodes.* 


Apellas  the  Peloponnesian, 

01.  100  (B.C.  388), 

son  of  Callicles,  and  grandson  of  Theocosmus  of  Megara,  as  has 
been  established  on  the  ground  of  inscriptions  recently  discovered 
in    Olympia*      Apellas   made   statues   of  philosophers^   and    women 


'  Pausan.  vi.    24.    14.     Conf.    Stonhope,  beardless  Heracles  (Paus.  vii.  24.  2). 

Olympia^  and  C.  T.  Newton,   Edin,   Rev,  •  For  other  statues   by  Nicodamus  vid. 

Jan.  1879.  Paus.  vi.  6.  i ;  v.  26.  6;  25.  7;  vi.6.  3;  3.  9. 

*  Beside  the  *  Young  Hercules '  of  the  Capi-  *  Schol.  Pind.  p.  158,  Boeckh. 

tol,  there  is  a  *  Boy  Heracles  *  in  Lansdowne  *  Brunn,  op.  cit.  p.  484.  Conf.  Furtwanglcr, 

House.     Ageladas  had  previously  made   a  Arch.  Zeit.  1880,  p.  152. 
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praying',  but  his  principal  work  was  an  iconic  statue  of  Cyniscay 
daughter  of  Archidamus,  and  sister  of  Agesilaus,  *  the  first  woman/ 
according  to  Pausanias,*  who  employed  herself  in  breeding  horses, 
and  carried  off  the  Olympic  palm.  A  heroum  was  erected  in  her 
honour  at  Sparta,  near  the  gymnasium,  called  HXaravtaTas  (grove  of 
plane  trees). 

*  vi.  I.  6.     Ibid,  ill.  8.  I ;  15.  I. 
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FOURTH   PERIOD. 

FROM  THE  END  OF  THE  PELOPONNESIAN 
WAR  TO  THE  ACCESSION  OF  ALEXANDER 
THE  GREAT    OL.  94-1  ii  {b.c.  404-336). 


CHAPTER   XXXI. 

THE    YOUNGER  ATTIC  SCHOOL. 

It  is  customary  with  the  historians  of  Greek  art  to  represent  the 
period  on  which  we  enter  at  the  end  of  the  Peloponnesian  war  as 
having  little  traceable  connexion  with  the  preceding  Periclean  age. 
Yet  the  dominant  tendencies  of  the  later  school  are  manifestly  the 
logical  sequence  of  those  which  prevailed  in  the  preceding  periods. 
The  development  of  Greek  art,  in  its  progress  from  youth  to  manhood 
and  decay,  is  perfectly  organic  and  normal.  It  is  indeed  difficult  to 
trace  the  connexion  between  Pheidias,  Myron,  Polycleitus,  &c.  and  the 
coryphcei  of  the  new  Attic  school,  Scopas  and  Praxiteles  ;  but  we  can- 
not doubt  that  they  form  part  of  the  same  golden  chain,  though  some 
of  the  intermediate  links  are  hidden  from  us  by  the  dust  and  ruins  of 
the  Peloponnesian  war.  There  is  scarcely  any  characteristic  of  the 
new  period— whether  political,  religious  or  social— the  germs,  at  least, 
of  which  may  not  be  seen  before  the  Peloponnesian  war ;  though,  no 
doubt,  the  fierce  heat  engendered  in  that  terrible  conflict  did  much  to 
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accelerate  their  maturity  and  to  make  them  predominant  in  the  Grecian 
world. 

Great  indeed  was  the  change  produced  in  the  region  of  art,  as  well 
as  in  every  other  phase  of  Greek  life  and  civilisation,  by  the  results  of 
this  long  and  sanguinary  war  ;  and  we  shall  gain  the  clearest  idea  of 
the  characteristics  of  the  new  school,  and  the  state  of  things  from 
which  they  sprang,  by  contrasting  them  with  those  of  the  Periclean 
age.  The  latter,  as  we  have  seen,  took  its  colour  from  the  events  and 
results  of  the  Persian  wars.  The  sudden  call  to  meet  the  giant  power 
of  Darius  produced  nothing  less  than  a  political  and  social  revolution 
in  Greece.  Resistance  was  determined  on,  but  resistance  was  possible 
to  the  Greeks  only  on  condition  of  their  being  ready  to  sacrifice  every 
selfish  interest  and  feeling  to  the  general  weal.  To  give  the  Athenian 
State  any  chance  of  success  in  the  tremendous  conflict  with  Persia  the 
whole  force  of  the  country  must  be  placed  at  its  disposal — the  indi- 
vidual must  be  valued,  and  value  himself,  only  so  far  as  he  could  pro- 
mote his  country's  honour  and  independence. 

The  Athenians  who  came  to  the  front  in  this  awful  crisis  had  been 
inclined,  like  their  Ionian  kinsmen  in  Asia  Minor,  to  luxury  and 
effeminacy  ;  they  had  been  divided  into  factions,  and  the  rich  and  noble 
had  tyrannised  over  the  poor.  But  only  freemen  could  be  expected 
to  risk  all  for  the  preservation  of  national  independence,  and  only  the 
self-denying  and  the  temperate  would  prefer  labour,  privation,  and 
danger  to  gilded  slavery.  It  is  characteristic  of  the  crisis  that  the 
Athenians  at  this  period  changed  the  long  flowing  Ionian  robes  for 
the  short  woollen  tunic,  more  suitable  to  the  exigencies  of  a  hardy 
active  life.  The  resolute  turn  which  then  took  place  in  the  life  of 
the  Athenians  towards  simplicity,  manliness,  self-restraint,  and  sub- 
ordination of  the  individual  to  the  State,  continued  during  the 
whole  of  the  Periclean  age,  and  greatly  influenced  the  character  of 
Attic  art. 

The  religious  feeling  of  the  nation  too  was  powerfully  worked 
upon  by  the  events  of  the  Persian  war,  and  was  most  closely  and 
favourably  connected  with  the  development  of  the  noblest  art  Un- 
doubting  faith  in  the  existence  and  intervention  of  the  Gods  still 
ruled  in  the  heart  of  the  nation,  and  the  feeling  of  reverential  awe 

*  B  B 
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was  mingled  with  gratitude  for  assistance  on  the  field  of  battle,  and 
for  the  rich  rewards  of  victory.  The  greatest  minds  of  the  age  were 
foremost  in  giving  the  Gods  their  due.  iEschylus,  himself  a  Mara- 
thonian  warrior,  was  so  imbued  with  the  divine  spirit  that  he  seems 
to  speak  the  language  of  the  Gods.  The  most  exalted  piety  breathes 
in  the  glorious  verse  of  Pindar  and  Sophocles  ;  and  even  Pericles,  the 
friend  of  Anaxagoras  the  Apostle  of  vom  (Geist),  who  partook  of  the 
philosophic  culture  of  the  age,  would  undertake  nothing  without  prayer 
to  the  Gods.* 

When  we  look  for  the  characteristics  of  style  in  the  plastic  art  of 
this  grand  period,  we  find  in  them  the  natural  outcome  of  the  political, 
religious  and  social  tendencies  of  the  times.  The  age  of  Pericles  and 
Pindar  and  Sophocles  was  the  age  of  Pheidias  and  Polycleitus.  Its 
artistic,  no  less  than  its  literary,  productions  are  marvels,  in  which 
the  highest  powers  and  noblest  feelings  of  the  human  mind  are  har- 
moniously blended.  The  subjects  chosen  for  representation- are  the 
loftiest  which  the  heathen  mind  can  contemplate — the  Olympian  Zeus 
— the  Argive  Herfi— the  Ath^nfi  Parthenos— the  Aphrodite  Urania— 
in  whose  lineaments  the  same  sublime  and  noble  thoughts,  the  same 
elevating  faith,  the  same  loving  reverence,  were  embodied,  as  in  the 
odes  of  Pindar,  and  the  tragedies  of  .^schylus  and  Sophocles. 
When  art  condescends  tohuman  subjects  they  are  equally  characteristic 
of  the  age.  In  the  Aristion  we  see  the  rustic,  hardy,  patient  Mara- 
thonian  warrior,*  and  in  the  Discobolus  of  Myron,*  the  Doryphorus  of 
Polycleitus,  and  the  Rider  of  the  Parthenon  frieze,  we  see  the  spirited 
yet  simple  and  well-disciplined  young  Greek  of  the  time,  patiens 
pulveris  atque  solis^  trained  for  the  service  of  his  country  in  ever>'^ 
manly  exercise. 

The  younger  school  of  Attic  art,  of  which  we  have  now  to  speak, 
arose  under  very  different  circumstances.  Pheidias  and  Polycleitus 
probably  died  just  before  the  commencement  of  the  Peloponne- 
sian  War  (B.C.  401).  The  first  great  lights  of  the  new  period  did 
not  appear  above  the  horizon  until  after  the  Peace  of  Antalcidas 
(B.C.  387),  when  Athens  was  partially  recovering  from  the  state  of 

'  Plutarch,  Pericles,  *  Vid.  supra^  p.  106.     *  Rusticorum  niascula  militum  proles.* 

■  Vid.  suprOf  p.  159. 
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humiliation  and  dependence  in  which  we  see  her  after  the  Sicihan 
expedition.  Scopas  appears  in  Athens,  with  an  already  established 
reputation,  about  the  year  378  B.C.,  so  that  the  great  masters  of  the 
two  greatest  periods  of  Greek  art  are  separated  from  one  another  by 
more  than  fifty  years.  This  interval,  moreover,  was  chiefly  occupied 
by  wars  which  did  more  to  change  the  conditions  of  society,  and  to 
loosen  the  connexion  between  the  two  schools,  than  a  far  longer  period 
of  peace  would  have  done. 

The  internecine  struggle  between  Athens  and  Sparta  and  their 
respective  allies  and  partisans  differed  as  widely  as  possible,  both  in 
its  nature  and  results,  from  the  war  between  Greece  and  Persia.  The 
latter  united  the  Greeks  in  the  defence  of  western  freedom  and  civili- 
sation, and  brought  them  under  the  hegemony  of  Athens,  which  of 
all  the  Grecian  States  was  most  worthy  to  guide  the  destinies  of  the 
Hellenic  race.  The  Peloponnesian  War,  on  the  other  hand,  was  a  civil 
war  of  the  very  worst  kind,  which  sowed  the  seeds  of  discord  in  every 
city  and  household  within  the  limits  of  Hellas,  roused  every  evil 
passion,  fostered  selfishness,  treachery  and  cruelty,  and  engendered 
that  frightful  immorality  which  is  the  inevitable  companion  of  suffer- 
ing and  despair. 

And  the  art  of  this  era,  like  that  of  the  preceding  one,  is  the 
reflection  of  the  public  and  private  life  of  Greece  ;  it  shows  *  the  very 
age  and  body  of  the  time  its  form  and  pressure ; '  and  the  change  is 
great !  In  the  political  world  it  may  be  expressed  by  saying  that  the 
statesman  and  high-minded  gentleman  Pericles  had  been  succeeded 
by  the  demagogue  Cleon  ;  the  guide  and  ruler  of  the  people  by  the 
coarse  and  pretentious  bully  who  traded  on  their  passions.  Still  more 
deeply  and  widely  working  was  the  new  leaven  of  religious  scepticism. 
The  more  active  spirits  of  the  new  era  had  eagerly  imbibed  the  tenets  of 
the  new  philosophy,  and  did  not,  like  Pericles  and  Sophocles,  and  like 
many  of  the  greatest  philosophers  in  all  ages,  strive  to  reconcile 
the  claims  of  science  and  religion.  Even  the  mass  of  the  people  had 
lost  much  of  their  reverence  and  love  for  Gods  who  had  failed  to 
help  them  in  their  need. 

The  change  in  the  general  tone  of  society  is  analogous  to  that 
which  we  observe  in  the  religious  sentiment.     The  old,  contented, 
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patient  subordination  of  the  citizen  to  the  State  has  ceased  to  exist 
In  the  storm  of  war  and  revolution,  amid  the  wreck  of  states  and 
institutions,  the  breaking  up  of  old  forms  and  the  severance  of  old 
ties,  the  individual  learned  to  look  to  his  own  safety  alone,  and  to 
shape  his  own  destiny  irrespective  of  the  general  interests  of  his 
country.  The  State,  of  course,  was  a  loser  by  the  change  ;  the  strength 
and  glory  and  independence  of  ancient  Greece  were  thereby  under- 
mined, and  a  path  made  smooth  for  the  coming  conqueror.  But  the 
nobler  spirits,  in  the  full  freedom  of  self-development,  attained  a  gran- 
deur of  intellectual  and  moral  proportions  which  has  excited  the  admi- 
ration of  all  succeeding  ages.  Few  periods  in  the  history  of  the  world 
can  show  a  more  brilliant  array  of  great  names  than  that  between  the 
Peloponnesian  War  and  the  absorption  of  Greece  in  the  Macedonian 
empire ;  when  Socrates,  Plato  and  Aristotle,  Euripides  and  Aristo- 
phanes, Pelopidas  and  Epaminondas,  Isocrates  and  Demosthenes, 
Dion  and  Timoleon,  were  in  the  zenith  of  their  activity  and  fame.  Nor 
can  we  yet  speak  of  a  decline  in  plastic  art.  The  Epic  element  in  sculp- 
ture gradually  makes  way  for  the  Lyric  and  Dithyrambic.  The  grand 
old  Gods  of  the  former  period  are  not  altogether  neglected,  but  their 
representation  is  somewhat  modified.  The  awful  sublimity  of  the 
Olympian  Zeus  of  Pheidias  is  mitigated  into  kingly  dignity  and  pater- 
nal benevolence ;  the  stem  H^r^  of  Polycleitus  becomes  the  proud  and 
stately,  but  not  altogether  impassive  and  unapproachable,  queen  ; 
while  the  Aphrodite  Urania,  the  general  mother  of  all  living  creatures, 
is  changed  into  the  ideal  of  a  lovely  woman,  the  perfect  embodiment 
of  the  lover's  fairest  and  most  passionate  dreams.^ 

Besides  modifying  the  old  types,  the  younger  Attic  school  formed 
new  ones  representing  abstractions  of  the  reason,  as  Pliitus  (wealth), 
Eirene  (peace),  Tyclie  (fortune),  Peitho  (persuasion);  or  feelings  of 
the  heart,  as  Pity,  Fame,  Impetuosity  and  Shmne.  Greater  promi- 
nence was  given  to  secondary  Gods,  such  as  Eros  (Love),  who 
appears  under  various  forms  as  Himeros  and  Potlios\^  and  to  the 
attendant  trains  of  the  older  Deities,  as   the    Tritons,  Nereids  and 


'  The  painters  led  the  way  to  a  change  of  Sculpture.' 
style  from  the  old  to  the  new  Attic,  by  copy-  '  Pausan.  i.  43 :  *  As  they  differ  in  name, 

ing  nature  more  closely.     Conf.  O.  Jahn,  so  also  in  their  operations.' 
Pop.  Aufs.   139,   'Effect  of  the  Drama  on 
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Hippocamps  of  Poseidon  and  Amphitritfi  ;  and  the  Silent,  Satyrs  and 
Nymp/is  of  Dionysus.  As  might  be  expected  from  the  nature  of  the 
new  subjects,  more  attention  is  now  paid  to  psychical  expression.  The 
face  of  Zeus  or  Here  was  no  field  for  the  emotions  and  the  passions  ; 
and  even  when  the  artists  of  the  Periclean  age  condescended  to 
mould  human  beings,  they  represented  them  not  as  individuals,  but 
in  their  general  normal  animal  perfection.  But  in  the  representation 
of  gods  who  were  nothing  more  than  incarnations  of  some  special 
human  feeling,  the  manifestation  of  that  feeling  in  the  face  was  a 
prime  condition  of  their  very  existence.  In  the  more  human  deities 
whom  they  brought  down  from  heaven  to  earth,  the  men  of  the  new 
generation  looked  for  companionship  and  sympathy.  They  loved  to  see 
in  the  face  and  attitude  of  their  gods  the  manifest  traces  of  the  emo- 
tions and  passions  which  thrilled  and  burned  in  their  own  restless  and 
excitable  hearts. 

On  the  whole,  then,  we  may  say  that  what  was  lost  in  dignity  and 
sanctity  was  gained  in  tenderness  and  grace.  A  new  and  alluring 
field  was  opened  to  the  artist — the  field  of  beauty,  mirth  and  love. 
The  skill  which  he  had  hitherto  expended  on  the  form  alone  is 
now  extended  to  the  face,  and  the  smile  of  beauty,  the  bashfulness  of 
youth,  the  simplicity  of  childhood,  the  soft  abandon  of  luxurious  ease, 
the  wild  enthusiasm  and  the  vague  dreaminess  of  Bacchic  inspiration, 
are  now  the  favourite  subjects  of  his  chisel.  A  new  path  has  been 
entered  on,  and  one  which  we  know  must  ultimately  lead  to  frivolity 
and  extravagance,  to  the  decline  and  degradation  of  art.  Yet,  in  the 
period  of  which  we  are  speaking,  the  artist  retained  enough  of  the  old 
Greek  moderation  (alhcos)  to  keep  him  from  transgressing  the  limits 
beyond  which  sculpture  loses  all  its  highest  and  most  essential 
qualities.  The  sensual  is  still  subordinate  to  the  spiritual,  and  the 
general  style  of  the  new  Attic  school,  though  gentler,  softer,  more 
lively,  and  even  passionate,  than  that  of  the  preceding  period,  is  still 
ideal,  natural,  chaste  and  simple.  Earnest  and  religious  spirits  will 
regret  the  change  ;  but  to  the  majority  of  mankind  the  vivid  emo- 
tions, the  tender  grace,  the  variety  and  brilliant  colouring  of  the  new 
school  will  more  than  compensate  for  the  calm  and  quiet  dignity,  the 
religious  sanctity  and  severity,  and  the  divine  sublimity  of  the  old. 
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Cephisodotus. 

Ol.  96.  4-102  (B.C.  392-372).  ^ 

Before  proceeding  to  speak  of  the  two  greatest  masters  of  the  new 
Attic  school,  we  shall  refer  briefly  to  their  immediate  forerunners,  and 
more  especially  to  Cephisodotus.  Pliny  mentions  two  artists  of  this 
name,  the  elder  of  whom  was  father  of  Praxiteles  and  brother  of 
Phocion's  first  wife,  and  therefore,  as  we  may  conclude,  a  full  Athenian 
citizen.  This  older  artist  is  especially  interesting  to  us,  standing  as 
he  docs  on  the  confines  of  two  great  periods  of  Greek  art,  and  forming 
the  principal  link  between  the  older  and  younger  Attic  schools.  We 
know  little  or  nothing  of  the  circumstances  of  his  life,  and  as  no 
ancient  writer  gives  any  description  of  his  works,  we  are  left  to  form 
an  idea  of  his  style  from  an  extant  group,  which  is  with  good 
reason  referred  to  him.  The  high  estimation  in  which  he  was  held 
by  his  contemporaries  is  sufficiently  attested  by  the  many  important 
public  commissions  with  which  he  was  entrusted.  Among  his  works 
were  a  statue  of  AtlUni  in  the  Peiraeeus,  with  a  sceptre  in  one 
hand  and  a  Nike  in  the  other;  of  a  second  Atliini  Wxiki  a  spear, 
both  of  which  were  executed  in  bronze ;  *  and  an  Altar  in  the 
same  temple  *with  which  few  works  could  compare.'^  He  was 
also  employed,  in  conjunction  with  Xenophon,  in  the  execution  of  a 
group  for  the  Temple  of  Zeus  Soter  in  the  newly  founded  city  of 
Megalopolis,'  in  which  the  God  was  represented  sitting  on  a  throne 
with  a  statue  of  Megalopolis  on  his  right  hand,  and  of  Artemis 
Soteira  on  his  left*  Pliny  also  mentions  as  the  work  of  the  elder 
Cephisodotus  a  statue  of  Hermes  bearing  the  infant  Bacchus  in  his 
arms^  the  prototype,  perhaps,  of  a  poor  Roman  work,  which  the  reader 
may  have  seen  in  the  western  avenue  of  the  Boboli  gardens  at  Florence.** 


'  Paiisan.  i.  I.  3.  »  In  Ol.  102  (B.C.  372-368). 

*  Plin.  N.  H.  xxxiv.  74 :  *  Minervam  mi-  *  Pausan.  viii.  30.  la 

rabilem  .  .  .  et  aram  cui  pauca  comparan-  •  Plin.  xxxiv.  87. 

tur.*  •  Overbeck,  G,  d.  Plastik,  ii.  9. 
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The  same  subject,  as  we  know,  was  treated  by  Praxiteles  in  the  immor- 
tal work  lately  discovered  at  Olympia.' 

Three  of  tfte  nine  Muses  on  Moiuit  Helicon  (of  which,  as  we  have 
seen,  Strongylion  and  Olympiosthenes  also  made  three  each),  and 
a  statue  of  an  Orator  in  the  act  of  speaking  with  raised  hand, 
were  also  the  work  of  Cephisodotus.^  But  of  all  his  works  the 
most  interesting  to  us  is  his   statue   of  ^n^,  j^^ 

Eirene  with  the  infant  Plutus  (fig.  1 59) 
on  her  arm,^  of  which  Professor  Brunn 
has  recognised  an  excellent  copy  in  the 
well-known  group  at  Munich,*  to  which 
Winckelmann  gave  the  name  of  Ino 
Leucot/tea.  In  this  beautiful  work  we 
see  plastic  art  in  the  full  freedom  ac- 
quired for  it  by  Pheidias,  but  before  it  had 
attained  the  softer  and  more  delicate 
tenderness  of  the  chisel  of  Praxiteles. 
The  goddess  is  clothed  in  the  long  Ionian 
chiton,  which  is  drawn  up  at  the  girdle 

so  as  to  lap  over  it  down  to  the  hips,  ji>^ 

in    the   graceful    fold    called    the    Dip-  Ij/ 

lordion.  Over  the  chiton  is  a  mantle 
fastened  on   her  shoulders  by  brooches 

and  hanging  down  her  back  ;   and    she  ^'^^^^  ^^^  '^"'"''• 

wears  thick-soled  sandals.  The  head  is  bound  by  a  broad  fillet  partly 
concealed  by  the  thick  hair  which  is  brushed  away  from  either 
side  of  the  forehead,  and  falls  in  rich  clusters  on  her  shoulders. 
Her  raised  right  hand  rests  on  a  long  sceptre,  the  sign  of  her 
divinity.  The  head  is  gently  inclined  towards  her  foster-child,  who 
stretches  out  his  little  hand  as  if  to  caress  her  chin.  The  ears 
are  pierced  for  earrings.  The  restoration  of  this  figure  is  con- 
firmed as,  in  the  main,  correct  by  a  comparison  with  a  similar 
group  on  Attic  coins ;  but  the  infant  god  should  hold  a  cornucopiae 


*  Vide  infra^  p.  457.  »  Pausan.  ix.  16.  2.;  i.  8.  2. 

*  Pausan.  ix.  31.  I.     Plin.  xxxiv.  87.  *  Formerly  in  the  Villa  Albani  at  Rome. 
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in  his  left  hand,  as  the  suitable  attribute  for  a  son  of  Demeter,  instead 
of  the  wine  jug,  as  at  present.  The  simple  arrangement  of  the  drapery 
and  the  wavy  edge  (or  selvage)  {Sahlkante)  of  the  robe,  which  is  charac- 
teristic of  the  Pheidian  school,  justify  us  in  re'crring  the  design  of  this 
work  to  the  period  of  Attic  art  immediately  following  the  age  of 
Pheidias  ;  while  the  gentle,  dreamy,  affectionate  air  of  the  goddess- 
nurse  smacks  of  the  later  Attic  school.  It  is  probably  a  good  copy, 
made  in  the  time  of  the  renaissance  of  Attic  art  in  Rome,  from  a 
bronze  original.* 

Among  the  other  artists  of  this  period  who  may  be  looked  on  as 
heralding  the  rise  of  the  new  school  are 

Xenophon  of  Athens  (or   Paros), 

whom  we  have  already  mentioned  in  connexion  with  Cephisodotus,' 
and  who  assisted  Callistonicus  the  Theban  in  the  execution  of  a  group 
of  Tyc/ie  with  the  infant  Plutus ; ' 

Olympiosthenes  (of  Athens?), 

who  furnished  three  of  the  nine  Muses  for  Mount  Helicon  ;  * 

POLYCLES    OF    ATHENS, 
01.  I02  (B.C.  372), 

who  made  a  portrait  statue  of  Alcibiades  'the  beautiful.**  Pliny 
mentions  the  name  of  Polycles  as  sculptor  of  *  a  famous  Hermaphroditel 
which  Ottfried  Miiller®  and  Urlichs  ^  refer  to  our  present  period,  but 
Brunn  ®  to  a  younger  Polycles,  who  flourished  about  Ol.  1 56  (B.C.  i  $6). 
The  nature  of  the  subject,  so  alien  to  the  spirit  of  the  best  period  of 
Greek  art,  speaks  loudly  for  the  latter  opinion  ;  and 


*  See  Brunn's  admirable  analysis  in  the  »  Dio   Chrysost.    Orai.  37.   40,    p.    122. 
B.'schreibun^  dcr  Gtyptothck  in  Afiinchen,  Conf.  Brunn,  K.-G.  i.  273. 

1873.  *  Handb.  d.  ArchaeoL  sec.  128. 

«  Pausan.  viii.  30.  lo.       »  Ibid.  ix.  16.  I.  *  Chrest.  Bin.  328. 

*  Ibid.  ix.  30.  I.  •  K.-G,  i.  541. 
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EUCLETDES    OF    ATHENS, 

mentioned  as  a  debtor  in  Plato's  will,*  who  made  a  statue  of  Zeus 
enthroned^  of  Pentelican  marble,  for  ^geira  in  Achaia,  and  statues  of 
Dimitir^  Dionysus^  Aphrodite^  and  Eileithyia,  of  the  same  material,  for 
temples  of  these  divinities  at  Bura,  in  the  same  district.'^  We  are  ex- 
pressly told  that  the  figure  of  Demeter  was  draped,  from  which  we 
may  perhaps  infer  that  Dionysus  and  Aphrodite  were,  under  the 
influence  of  the  modern  school,  represented  nude. 

We  now  proceed  to  speak  of  two  artists  who  worthily  sustained 
the  glory  of  Greek  sculpture  in  its  second  bloom  ;  whose  original 
genius  struck  out  new  paths  in  the  boundless  region  of  art,  and  reached 
a  summit  of  fame,  only  inferior  to  that  on  which  stood  Pheidias  him- 
self.    The  elder  of  these  was  Scopas,  the  younger  Praxiteles. 


*  Diog.  Laert.  iii.  42 :  Ei'fcAcidijs  b  \1Oor61xo5  6<l>(i\u  fiot  rptis  /x^as.     Plato,t  01.   108, 
2  (B.C.  347).  ^  Pausan.  vii.  25.  9. 
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CHAPTER   XXXII. 

SCOPAS   OF  PAROS. 
Ol.  90  (B.C.  420-416?).'     Prime  B.C.  387. 

Probably  son,  or  younger  brother,  of  Aristandros,  an  artist  in  bronze, 
who,  as  we  have  seen,  assisted  in  making  an  offering  in  honour  of 
Lysander*s  victory  at  -^gospotami.  Scopas,  like  Polycleitus  and 
CaHimachus,  was  an  architect  as  well  as  sculptor,  and  our  earliest 
notice  of  him  is  in  connexion  with  t/ie  Temple  of  Athena  Alea  at 
Tegca,  built  by  Aleus  son  of  Aphidas,  and  burnt  in  Ol.  96.  2  (B.C.  395). 
On  the  site  of  this  ancient  temple  Scopas  reared  an  edifice  which, 
according  to  Pausanias,  surpassed  in  magnitude  all  other  Peloponnesian 
temples,  including  those  of  Olympia  and  Phigaleia !  ^  The  whole  build- 
ing, constructed  of  the  Doliana  marble,  was  surrounded  by  Ionic 
pillars  ;  and  within  the  cella  was  a  double  row  of  columns,  one  above 
the  other,  the  lower  of  the  Doric,  and  the  upper  of  the  Corinthian 
order.  The  plastic  ornaments  of  the  two  pediments  were  also  the 
composition  of  Scopas.  The  subject  of  the  E.  pediment  was  one 
which  had  been  treated  by  archaic  art  in  the  Chest  of  Cypselus,  and 
the  Francois  Vase,  viz.  the  Chase  of  the  Calydonian  Boar^  Next 
to  the  huge  monster  which  occupied  the  centre  came,  on  one  side, 
Atalantiy  Meleager,  Theseus^  Telamon,  PeleuSy  Polydcukes  (Pollux), 
lolaus^  the  companion  of  Heracles,  Prothous  and  ComcteSy  sons  of 
Thestius  and  brothers  of  Althaea  ;  and  on  the  other  side,  Ank(eus  falling 
wounded  into  the  arms  of  Epochus^  Castor ^  Amphiaraus,  Hippothous 


'  Pliny  {N.  H,  xxxiv.  49)  gives  this  as  the  Some  dale  him  B.C.  395-350. 
lime  when  he  *  flourished,*  which  cannot  be  *  This  is  not   the   case.     Pausanias   was 

correct.     Urlichs  {Skopas^  p.  5)  thinks  that  mistaken  as  to  the  relative  size  of  the  tem- 

it  should  be  taken  as  the  time  of  his  birth.  pies  here  mentioned. 
Conf.    Stark,    in  Philologus^   xxi.    p.    415.  »  Pausan.  viii.  45.  4. 
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son  of  Kerkyon,  and  Peiritltoiis.  The  group  in  the  western  pediment 
represented  tlie  combat  between  Achilles  and  Telephis  in  the  plain  of  the 
CaTcus  near  Pergamon.  The  old  temple-image  of  the  Goddess,  which 
was  of  ivory,  was  taken  away  by  Augustus  because  Tegea  favoured 
Antony  ;  he  also  removed  the  tusks  of  the  boar,  leaving  nothing  but  the 
hide.  The  site  of  the  temple  has  been  quite  recently  excavated,  without 
any  great  result,  by  Milchhofer,'  and  was  subsequently  examined  by  the 
architects  Adler  and  Dorpfeld.  The  plastic  remains,  which  were  recog- 
nised as  works  of  Scopas  by  Treu,  are  Iteads  of  two  youthful  lieroes, 
and  the  mutilated  liead  of  the  Calydonian  Boar  from  the  eastern  pedi- 
ment. The  human  heads  also  belonged  to  one  of  the  pediments,  as 
they  are  only  finished  on  one  side.'^  The  interior  Doric  pillars  are 
five  feet  in  diameter,  a  fact  which  enables  us  to  form  an  idea  of  the 
size  of  the  larger  external  pillars,  and  the  vast  extent  of  the  whole 
building.^ 

It  seems  probable  that  Scopas  subsequently  superintended  the 
erection  of  the  Temple  of  Asklepios  ^t  Gortys^  (W.  of  its  metropolis, 
Tegea),  on  a  tributary  of  the  Alpheius,  which  was  90  feet  in  length 
by  45  feet  in  breadth,  and  of  Pcntelican  marble — the  only  temple  of 
that  material  in  the  Peloponnesus.  For  this  sanctuary  Scopas  fur- 
nished the  statues  of  Asklepios  and  Hygieia^  the  former  of  which  was 
represented,  for  the  first  time  probably,  without  a  beard. 

One  of  his  earlier  works,  perhaps  the  earliest,  was  an  Aphrodite 
PandemoSy  the  only  one  executed  in  bronze,  while  he  was  still  under 
the  influence  of  his  father,  or  brother,  Aristandros,  who  worked  exclu- 
sively in  that  metal.  The  Goddess  is  here  sitting  on  a  goat,  from 
which  it  has  been  inferred,  rather  hastily  perhaps,"*  that  she  is  repre- 
sented in  her  lowest  and  most  sensual  character  as  the  patroness  of 


'  Mittheil,    d.    deuUch.    Arch,    Ifisl.    in  black  vase  at  Odessa,  representing  a  female, 

Athen^  iv.  p.  133.  clothed  in  a  mantle  which  covers  her  right 

'  Conf.  Treu,  ArchaeoL  Zeitung^  1880,  p.  arm,  but  leaves  her  left  arm  and  head  free, 

98.     All  these  remains  are  at  Piali.      The  seated  sideways  on  a  goat  {ArchaeoL  Zeit,  ix. 

heads  are  of  the  same  Doliana  marble  as  the  p.  375).     The  AphrcSite  Pandcmos  and  the 

temple  itself.  Aphrodite  Urania  are  contrasted  in  an  epi- 

»  Dodwell's  Tour^  <Sr»r.  ii.  419.  Conf.  gram  of  Theocritus  (^«///^/. /'a/,  vi.  340) : — 
Urlichs,  Scopas t  p.  18. 

^    Pausan     viii    28     I .  '^  Kwn-pi«  ow  naviaixoK '  iKdtTKfO  Tai'  OtoVf  tlwuy 

*  Vid.  Urlichs,  S^a/>as,  p.  5.     There  is  a  liKvi^''k^^iV\^^^^^^ 

-relief  of  ApkrodiU  EpUragia  on  an  elegant  ^uwv. 
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promiscuous  love  {imlgivaga).  Scopas  also  made  a  figure  of  Hecati 
in  marble  for  her  temple  in  Argos  (which  contained  two  other  images 
of  the  Goddess  in  bronze  by  Polycleitus  the  younger  and  Naucydes), 
and  a  statue  of  Heracles  for  the  Gymnasium  in  Sic}on.  Heracles,  as 
we  know,  like  the  God  Hermes,  was  regarded  as  the  patron  of  gym- 
nastics, and  as  a  pattern  to  the  Ephebi  of  physical  strength  and 
endurance,  and  courageous  efforts 

About  the  year  377  B.C.  (Ol.  100.  3)  Scopas  went,  in  the  prime  of 
life,  to  reside  at  Athens,  to  which  place,  no  doubt,  his  fame  had  long 
preceded  him.  Paros,  his  native  island,  was  in  all  probability  included 
at  this  period  in  the  Confederation  formed  by  Timotheus  and  the 
orator  Callistratus,  and  he  may  new  have  acquired  the  citizenship  of 
Athens.  His  well-established  fame  procured  him  many  pupils,  among 
whom  were  Leochares^  Timot/icuSy  Bryaxis^  and  his  great  rival  Praxis 
tciesy  whose  style  bore  so  strong  a  resemblance  to  that  of  Scopas  that 
the  Roman  critics  of  Pliny's  time  were  unable  to  distinguish  between 
the  works  of  the  two  artists.'  During  his  residence  at  Athens  he 
must  have  executed  many  works  for  that  city,  and  for  other  places 
which  looked  to  it  as  the  great  centre  of  art ;  but  it  is  very  remark- 
able that  only  one  group  by  Scopas  is  mentioned  as  being  in  Athens 
itself.  This  was  t/ie  two  Erinnyes  (EvfieviSe^^  aefival  0€al)  or  Furies,  of 
the  Parian  marble  called  Lychnites,  which  Scopas  added  to  the  ofie  by 
Calamis.  They  stood  in  the  temple  of  these  dread  goddesses  on  theslope 
of  the  Areopagus  at  Athens.^  According  to  Pausanias,  there  was  '  no- 
thing terrible '  in  their  aspect,  as  in  that  of  the  Eumenides  of  yEschylus, 
*  who,'  he  says,  *  first  placed  serpents  in  their  hair  ;  or  that  of  the 
wooden  statues  of  their  temple  at  Keryneia  with  their  blood-coloured 
robes.'  *  Scopas  probably  represented  the  EvfxevlSss  literally  as  the  'gra- 
cious' Goddesses,  solemn,  even  awful,  but  appeased  and  not  unkindly. 
The  CanephorcB  (basket-bearers)  of  Scopas,  which  Pliny*  mentions 
among  the  possessions  of  Asinius  Pollio,  were  only  ideal  representations 
of  the  noble  Athenian  maidens  who  bore  the  sacred  utensils  in  a  basket 


»  Pindar,  Nem.  x.  ll\—  •  Clem.    Alexandr.   Protrept,  47   (p.  41, 

.       .            ,    ^   .        .   ,      •»•'*  ed.   Polt).     Schol.  A'lsch,  c.   Tim.  (p.  747, 

^ol^v  'Ep^,-  «ai  avv  'HpoicA.t  «uiroFTc  «aA«av.  ed.  Reiske).     Pausan.  1.  28.  6. 

\i.6.Kt  \ktv  avh^v  hKKaK^,.¥  ■m^pi.Kohoiktvoi.*  *  Pausan.  vii.  25*  7* 

»  Plin.  N,  //.  xxxvi.  28.  •  •^'  -^-  '^'^'^vi.  25. 
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on  their  heads  in  the  festal  procession  of  the  Panathena^a.  The 
beautiful  manner  in  which  this  mode  of  carrying  burdens  displays  the 
lines  and  curves  of  the  female  form  is  well  known  to  all  who  have 
travelled  in  Italy,  and  may  be  seen  in  the  matchless  frieze  of  the 
Parthenon,  and  in  the  Caryatid  from  the  Pandroseion,  in  the  British 
Museum.  The  three  variations  in  this  style  are  :  I.  that  of  the  Cary- 
atid just  mentioned — a  Roman  copy  of  which  may  be  seen  in  the 
Braccio  Nuovo  of  the  Vatican — in  which  both  arms  hang  down  ;  II. 
that  in  which  either  right  or  left  arm  is  raised  to  support  the  burden  ;  * 
and  III.  that  in  which  both  arms  are  raised,  as  in  the  well-known  figures 
in  the  Villa  Albani.  The  main  features  of  these  charming  statues  are 
the  same  in  all :  the  head  is  held  erect,  the  hair  flows  down  the  back, 
their  dress  is  the  long  dignified  Ionic  chiton  with  the  diploid  ion  falling 
over  the  hips  ;  and  they  wear  in  their  faces  an  expression  of  gentle 
piety,  mingled  with  the  proud  consciousness  of  their  sacred  character.^ 
Other  works  of  Scopas  were  a  figure  of  Hestia  (Vesta)  ^  enthroned 
between  two  /cafmrijpe?  (metae)  as  some,  Xafnrrripssf  (candelabra)  as 
others  read,  which  Pliny  *  saw  in  the  Servilian  gardens  at  Rome  ;  *  and 
a  Hernia  of  Hermes,  The  custom  of  setting  up  Hermae  at  cross-roads 
and  in  the  streets  of  Athens  is  well  known,  and  is  brought  into  historic 
prominence  by  Thucydides'  striking  account  of  their  defacement  by 
unknown  hands  before  the  fatal  expedition  to  Sicily.^  These  Hermae 
consisted  of  busts  \^originally  of  Hermes  himself,  but  subsequently  of 
any  deity)  on  quadrangular  pillars.  They  were  so  numerous  in  Athens 
after  the  time  of  the  Pisistratidae,  that  they  gave  their  name  to  a  street. 
Most  of  them  were,  of  course,  of  rude  workmanship,  and  it  was  evidently 
thought  a  condescension  on  the  part  of  Scopas  to  furnish  an  image  of 
this  kind  for  the  street' 


*  Clarac,  plale  443,  444.  lologus^  xxi.  423)  supports  the  reading,  Xanw- 
'Cicero    {Vcrres^    iv.    3)    mentions    two  r^pcr  (candelabra),  and  denies  all  connexion 

small  bronze  Canephori  among  the  plunder  between  Hestia  and  the  Gymnasium, 

of  Verres.  •  Thucyd.  vi.  27. 

*  Hestia  was  originally  synonymous  with  *  Anthol,   Gr,  iv.   165.    233   in    Uriicns, 
Gaia  (the  earth).  Vid.  Macrobius,  .So/,  i.23:—  Skopas^  p.  56.     His  woik  bore  the  inscrip- 

Ka*i  Fata  \t.ifttp^  *C<rTiaF  Ik  oi  o-o^ol  tion  : — 

-^    .  ,         "^          .                            '                 '^  n  \if<rT*f  fill  I'oiii^e  mv  noKKuv  tva 

Ovid,  Fast,  VI.  267  : —  'Epiiav  Bttaptlv^  <t/Ai  yip  Uxvoi  Sicoira. 

Vesta  eadem  est  qua;  terra.  ,^                ,  r  •      .    . 

^             .  O,  my  good  rnend,  do  not  suppose  that  you  are 

XXXVI.  25.  looking  at  one  of  the  common  herd  of  Henna:,  for  1 

*  Urlichs,  Sko/His,  p.    53.      Stark  {Jn    Phi'  am  the  work  of  Scopas  1 ' 
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The  ragijig  Bacchante  (M.xnad)  of  Scopas  was  among  the  most 
original  and  characteristic  of  his  productions,  answering  in  plastic  art 
to  the  dithyramb  in  poetry.     It  is  evidently  derived  from  the  lively 
representation  of  Racchic  enthusiasm  on  the  stage,  and  it  may  have 
been  executed  on  the  occasion  of  the  building  of  the  great  theatre 
at  Athens  which  Lycurgus  the  Orator  finished  in  Ol.  109.  3  (B.C.  342). 
The  type  is  well  known  from   existing  works  of  art  and  from  the 
descriptions  of  tragic  poets,  orators,  and  epigrammatists.      Mind  and 
body  are  alike  intoxicated,  and  religious  phrensy  is  expressed  by  the 
FiG^  160.         fjiad  vigour  sustained  by  wine.     The  glowing  ecstatic 
Maenad  is  filled   from  head  to  foot  with  *  initiatory  * 
{t£\b<ttlki)v)  phrensy.'     Excited  to  the  highest  pitch  by 
the    maddening    strains   of    dithyrambic    music,   she 
rushes  frantically  along  in   loose  and    fluttering   gar- 
ments, with   her  head  bent  down  upon  her  bosom,  or 
thrown  violently  back,  almost  to  dislocation  (fig.  160), 
BRIT.  Mus.        her  soft  hair  streaming  in  the  wind,  and  a  portion  of 
the  sacred  kid,  which  she  has  torn  in  halves,  still  quivering  and  palpita- 
ting in  her  blood-stained  hand  (x^fJiaipo<f>6vos).^ 

The  beautiful  lines  of  Euripides,  though  applied  to  the  male 
follower  of  the  wine  god,  breathe  the  spirit  of  the  still  wilder  Mae- 
nad : — 

Tjbvi  €V  ovp€aiVf  orap 
€K  6id<r<av  bpoiuiiMV 

i€p6v  fv^vrovy  ayp€V(av 

alfxa  rpayoKTovoVf  u>p.o<fHiyov  X^'^P*-^ 

UfiiPos  (tr  5p€a  ^pvyittf  Av8ia.* 

Jocund  he  among  the  mountains,  as  with  racing  rout  oppressed 
Down  he  throws  his  heavy  body  in  the  sacred  fawn-skin  dressed, 
Swift  to  mark  the  hfe-blood  redly  from  the  slaughtered  goat  that  ran, 
Or  with  eager  pace  to  traverse  Phrygian  hills  or  Lydian. — H.  A.  P. 


*  *  The  divine  madness,'  says  Plato,  *was  but  the  head  of  her  son  Penlheus  (Pausan. 
subdivided  ir.to  four  kinds— prophetic,  1///-  ii.2.6.  Ovid,  il/f/.  iii.  714).  On  a  I)eautiful 
tiatory^  poetic,  erotic— having  four  gods  pre-  vase  in  the  Blacas  coll.  {Panofka  Mus/e 
siding  over  them:  the  first  was  the  inspiration  Blacas^  pi.  13  15)  Dionysus  himself  is  re- 
of  Apollo,  the  second  of  DionysitSj  the  third  presented  in  a  state  of  wild  ecstasy,  tearing 
that  of  the  Muses,  the  fourth  that  of  Aphrodite  a  kid  in  halves.  Conf.  Philostrat.  Jiephr,  2. 
and  Kros'  (Jowett's  translation,  ii.  143).  Anthol.  Planud.  iv.  57. 

*  The  Mienad  in  the  gem  is  intended  pro-  *  Eurip.  BaccJue^  135,  ed.  Paley. 
bably  for  Agave,  and  holds,  not  the  lorn  kid, 
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We  have  no  sober  description  of  this  work,  which  is  spoken  of  by 
Callistratus  in  his  florid  and  bombastic  way,  and  forms  the  subject  of 
several  epigrams.  But  after  all  perhaps  it  could  only  be  described  in 
terms  as  wild  and  passionate  as  the  nature  of  the  subject  itself 
*  Scopas,'  says  the  Orator,  *  infused  into  the  execution  of  this  statue 
a  divine  inspiration/  Speaking  of  the  contrast  between  the  excited 
Bacchante  and  the  lifeless  kid,  he  adds,  *  for  the  stone  sought  to 
assume  even  the  form  of  death,  and  art  employed  one  and  the  same 
material  to  represent  two  opposite  states — life  and  death.  And  all 
the  tokens  which  the  soul  stung  to  madness  can  present  were  mingled 
in  this  work  of  art  in  an  indescribable  manner.'  And  again,  *  but 
what  most  of  all  surpas.sed  all  expectation  was  that  the  stone,  in  spite 
of  its  hardness,  accommodated  itself  to  the  fineness  of  the  hair,  and 
followed  the  motion  of  the  locks,  and  though  destitute  of  the  prin- 
ciple of  life,  had  nevertheless  the  appearance  of  life '  ^  (ftort/c^j 
i^acds  ysyvfivcofievos  to  ^cotc/cov  bI'xjsv).  Equally  extravagant  are  the 
epigrams  on  this  remarkable  creation  of  Scopas  : — 

Ti'r  abc  ;  BaKxa  *  rU  hi  fiiv  (ia-€ ;  ^Koiras  ' 

Who  is  here  ?  Bacche :  but  who  carved  her  ?  Scopas  : 

But  who  has  driven  her  mad,  Bacchus  or  Scopas  ?    Scopas. 

Another  epigram  says  that  in  this  figure  the  power  of  art  *  mingled 
phrensy  with  the  stone.*  ^ 

We  have  unfortunately  no  work  which  we  can  safely  regard  as  a 
copy  of  the  Maenad  of  Scopas.  By  far  the  best  representation  of 
the  same  subject  in  marble  is  a  statuette  from  Smyrna,*  in  the  Mil- 
lingen  Coll.  at  Florence  (fig.  161),  and  there  are  others  in  relief  in 
the  British  Museum  and  Lansdowne  House.     In  some  Roman  sarco- 


'  Callistratus  Stat.  2.  steps  by  Ajax,     The  difficulty  is  that  on  her 

'  Anthol,  Gr,  i.  74,  75  (Planud.  iv.  60),  left  side  is  an  unmistakeable /;V7;iV/a7<^  (i.e. 

'XiiJMvihov.  the  huii:\    which    implies   the  presence   of 

'  Anlhol,  Gr,  iv.  60.  58  :  koL  fiaytriy  iy-  another  figure,  perhaps  Heracles  in  tAe  Rape 

Kar4fAi^f  Aftfy.  0/   the    Priestess    Augi    at    Tegea    (Arch, 

*  Archacol.  Zeii,  vii.  Taf.    I,    2.     Conf.  Zeitung^  vii.  Taf.  i.  ii.  1849 ;  Jahn,  Arch, 

Urlichs,  Skopasy  p.   63.     This  statuette   is  Beitr,  223.  Conf.  Rochelle^  Mint,  de  Numism. 

thought  by  some  too  noble  for  a  Maenad,  and  p.  162). 
is  called  Cassandra  pursued  up  the  temple 
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phagi  the  Bacchante  is  nude,  and  differs  very  widely  from  the  type  of 
Scopas,  who  represented  her  fully  clothed,  and  manifesting  the  inward 
workings  of  the  divine  efflatus  by  her  rapid  movements,  and  the  ex- 
pression of  wrapt  enthusiasm  in  her  beautiful  face.*  There  are  other 
representations  in  which  the  Bacchante  appears  in  a  state  of  compar- 
ative repose  or  exhaustion. 

Fig.   161-162. 


M.KNAI)    FROM    SMYRNA. 


The  Apollo  of  Rhamnus,  In  a  deme  on  the  S.E.  coast  of  Attica  called 
Rhamnusare  the  ruins  of  two  temples  of  Nemesis,*  a  goddess  of  Nature, 
the  earlier  of  which  was  built  oi poros  stone,  and  was  destroyed  by  the 


*  *  Nothing  can  be  more  wild  and  terrible 
than  the  gestures  (of  the  Mainads)— touching 
as  they  do  the  verge  of  distortion— into  which 
these  fine  limbs  and  lovely  forms  are  thrown. 
There  is  nothing,  however,  which  exceeds  the 
possibilities  of  nature,  though  it  borders  on 
the  utmost  line. .  .  .  The  hair,  loose  and  flow- 
ing, seems  caught  in  the  tempest  of  their  own 
tumultuous  motion  ;  their  heads  are  thrown 
back,  leaning  with  a  strange  delirium  on 
their  necks,  and  looking  upwards  to  heaven 


whilst  they  totter  and  stumble  even  in  the 
energy  of  their  tempestuous  dance.  Another 
dances  with  mad  voluptuousness.  A  mons- 
trous superstition  even  in  Greece,  while  it 
was  capable  of  combining  ideal  beauty  and 
poetical  and  abstract  enthusiasm  with  the 
wild  errors  from  which  it  sprang.  .  .  .  The 
Greeks  who  turned  ail  things—super stition, 
prejudice f  murder^  madness — to  beauty  * 
(Shelley). 

'  Khamnusia  virgo,  Catull.  66.  71. 
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Persians  when  they  landed  at  Marathon.  After  the  victory  of  the  Greeks 
the  estimation  in  which  the  Goddess  was  held,  as  the  guardian  of 
moderation  and  the  avenger  of  wrong,  fig.  163. 

was  greatly  increased,  and  a  second 
temple,  of  marble,  was  built  about  Ol. 
78.  I  (b.c.  432),  for  which  Scopas,  some 
years  later,  made  a  statue  of  Apollo} 
This  work  was  removed  to  Rome  by 
Octavian  after  the  battle  of  Actium,  and 
dedicated  by  him,  in  the  famous  tem- 
ple of  the  god  on  the  Palatine,*  under 
the  name  of  Apollo  Palatinus  or 
Actius.'  It  formed  part  of  a  group 
with  a  statue  of  Artemis  by  Timo- 
theus  and  of  Leto  by  Cephisodotus 
the  younger,  the  son  of  Praxiteles.'* 
It  is  a  matter  of  dispute  whether  the 
so-called  Apollo  Ctthara:dus  {fig,  163) — 
discovered   in   the  villa  of  Cassius  at 

Tivoli,  and  now  in  the  Vatican,"*— is  a  apollo  citharcedus. 

copy  of  the  work  of  Scopas,  of  which  we  probably  have  a  remini- 
scence in  coins  of  Delphi  (fig.  164).  The  citharcedus  (harp-player) 
in  the  latter  is  evidently  intended  for  Nero  him-  fig.  164. 

self  ^  The  fact  that  the  figures  on  the  coins  differ 
considerably  from  one  another  proves  that  they 
are  not  exact  copies  ;  but  the  style  of  the  Vatican 
statue  accords  very  closely  with  our  idea  of  Scopas* 
manner.  The  general  design  of  this  grand  and  strik- 
ing figure  is  notunworthy  of  a  great  artist, and  bears  ^^'^  of  delphi. 
the  stamp  of  originality.  Hitherto  Apollo  had  been  generally  repre- 
sented nude,  and  in  his  calmer  and  more  dignified  mood.     In  the  work 


>  Plin.  N,  H,  xxxvL  25.  *  Sala  delia  Croce  Greca,  No.  582.    Over- 

«  Completed  A.u.c.  726.  beck  {Ges.  d.  PI.  ii.  19)  rather  favoure  Vis- 

■  This  is  the  reason  why  this   temple  is  conti's  opinion  that  the  Vatican  Apollo  is  a 

called  *iCdes  Apollinis  Rhamnusii'  in  the  copy  of  a  later   Greek  original  by  Timar- 

CuHosum     Urbis    Roma,       Vid.    Urlichs,  chides. 

Skopas^  &c.  p.  67.                      *  Ibid,  •  Sueton.  Ntro,  c.  2$. 

C  C 
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before  us  we  see  him  in  the  long  flowing  robes  appropriate  to  the 
Citharoedus.  He  is  crowned  with  his  own  bays,  and,  with  the  heavy 
phorminx  in  his  hands,  moves  hastily  along  under  the  overpowering, 
entrancing  influence  which  Music  exercises  over  its  votaries.*  It  is  a 
true  and  powerful  embodiment  of  the  poet*s  conceptions  and  feelings, 
and  expresses  in  the  rapid  forward  motion,  the  upturned  eyes,  and  the 
whole  expression  of  the  face,  the  self-abandonment,  the  thrilling 
rapture  of  the  musical  enthusiast. 

The  Rhamnusian  Apollo  was  probably  the  last  work  executed  by 
Scopas  before  he  left  Athens,  which  was  then  suffering  from  the 
calamities  consequent  on  the  Social  War  (Ol.  105.  4-106.  2,  B.C.  357- 
355),  and  had  no  money  to  spend  on  works  of  art  We  now  follow 
him  to  other  parts  of  Greece  and  Asia  Minor. 

EroSy  HimeroSy  PothoSy  in  Megara.^  In  these  representations 
of  Love,  Desire,  and  Longing  we  have  examples  of  the  minor 
satellite  deities,  the  types  of  which  were  first  created  by  the  new 
Attic  school.  The  general  idea  of  Eros  (Love)  is  here  broken  up 
into  its  elements,  and  represented  in  its  different  stages  and  mani- 
festations. In  doing  this  Scopas  followed  not  only  the  poets,*  but 
the  philosopher  Plato,  who  in  the  *  Symposium '  makes  Eros  the 
father  of  Himeros  and  Pothos.  In  the  *Cratylus'  the  same 
philosopher  defines  the  two  conceptions  with  prosaic  distinctness. 
*  Hence,*  he  says,  *  the  name  Pothos  (longing)  is  applied  to  things  absent 
as  Himeros  (desire)  to  things  present'  *  Scopsis  executed  these  statues 
for  the  Temple  of  Aphrodite  PraxiSy  at  the  foot  of  the  Acropolis  of 
Megara,  which  contained  an  archaic  image  of  the  Goddess  in  ivory. 
In  the  same  building  were  two  figures,  by  Praxiteles,  of  PeitliOy  repre- 
senting the  sweet,  persucisive,  enticing  power  of  Love,*  and  of  another 

*  Propertius,  ii.  31.  16: —  20,  1$,  where  Aphrodite  promises  the  aid  of 
Deinde  inter  matrcm.  Deus  ipse,  interque  sororem  ^^h  Eros  and  Himeros  in  winning  Helen. 
Pythius  in  longa  carmina  vestc  sonat.  "•  PlatO,    Cratylus    (ed.    Stallbaum),   420  : 
Conf.  Tibull.  iii.  4.  35.  *0*  "^^^  ^^  '"VP  »5  *»•**  ^i^o%l\k%pQ% 

*  Conf.  reverse  of  vase  in  Brit.  Museum  ^«oA€iTO,    ^or^fwoiihov    l\    6    airhs    ouros 
(Case  N,  106)  wiih  painted  figures  of  Eros,  *'<^^»»  ^icX^tfij.    Conf.  Symp,  p.  197  D. 
Pothos,  and  Himeros.  *  Anacreont.  (Bergk)  :— 

'  Eurip.  HippoL  527:—  x«^^o«otan«itfou« 

cTTd^t*  n6eoy.  Conf.  Pindar,  Py/A.  iv.  219  (Dyssen),  »oWoi 

Conf.    Eurip.    fpJt.    Aul.     1304,    M   ir6e<i>      iidffriyi  litiBovs,      Sappho  (fragm.  135)  calls 
rpvip&ffa  KtJrpis,  and  Lucian,  Deor.  Dialog,       Peitho  a  daughter  of  Aphrodite. 
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Goddess,  called  Parigoros  (the  Consoler).*  The  Eros  of  Scopas  stood 
opposite  to  his  mother,  Aphrodite,  while  his  sons,  or  satellites,  faced 
the  two  female  statues  by  Praxiteles.^  We  are  not  to  think  of  these 
Erotes  of  Scopas  as  the  little  playful  boys  of  Alexandrian  art,  but 
rather  as  tender  youths  just  merging  into  manhood,  such  as  we  see  in 
the  group  of  Deities  in  the  Parthenon  frieze  in  the  British  Museum 
and  in  the  so-called  *  Genius  '  of  the  Vatican.  * 

Aphrodite  and  Potlios  {or  Pliaethon)  in  Samothrace.* — The  reading 
of  the  passage  in  which  this  group  is  mentioned  is  uncertain.  But  if 
we  prefer  *  Phaethon  *  we  must  think  not  of  the  presumptuous  son  of 
Helios  and  Clymene,  who  tried  to  drive  the  horses  of  the  Sun,  but  of 
the  son  of  Cephalus  and  Eos,  whom  Aphrodite  carried  off  and  made 
guardian  and  priest  of  her  temple.  The  island  of  Samothrace  was 
intimately  connected  with  Athens,  and  was  the  chief  seat  of  the 
worship  of  the  Cabeiri  *  (Kd^sipoi),  and  of  holy  mysteries  only  second 
in  sanctity  and  importance  to  those  of  Eleusis.®  It  was  for  this 
place  that  Scopas  made  the  group  of  Aphrodite  and  Pothos  (or 
Phaethon),  *  who  were  worshipped  with  the  holiest  ceremonies.*  ^ 

Artemis  Eukleia  in  Thebes.®  Boeotia  received  the  first  impulse  in 
the  direction  of  plastic  art  from  the  school  of  Sicyon — Dipoenus,  Scyllis, 
and  others;  and  Canachus  made  a  temple-statue  of  the  Ismenian  Apollo 
for  Thebes,  and  was  the  teacher  of  the  Theban  artist  Ascarus.^  But  after 
the  Persian  wars,  and  especially  between  the  years  Ol.  100.  3 — 102.  4 
(B.C.  378-369),  many  works  of  art  were  made  for  Thebes  by  Athenian 
artists,  and  among  others  by  Calamis,  Myron,  and  Phcidias  himself 
Scopas,   too,  was   employed  by  the  Thebans  to  make  a  statue  of 


*  Pausan.  i.  43.  6.  them  as  Leinnian  deities,  who  concerned 

*  Uriichs,  SkopaSy  p.  89.  themselves  with  the  produce  of  the  fields, 
■  GalL  ddU  Statue,  No.  250.  and  especially  the  vineyards.     Vid.  Lobeck, 

*  Plin.  N,  //.  xxxvi.  25.  If  Pothos  was  Aglaoph,  p.  1202.  The  Cabeiri  only  appear 
here  represented  standing  beside  the  goddess,  in  works  of  art  as  local  deities.  On  a  coin 
the  composition  was  new  to  statuary,  although  of  Thessalonica  (with  Cybele  on  the  reverse) 
it  had  already  appeared  in  reliefs.  they  appear  with  the  Rhyton  (drinking  horn) 

*  Herodotus  (iii.  37)  mentions  these  mys-  in  the  right  hand,  and  a  hammer  in  the  left 
terious  deities,  and  says  that  they  were  wor-  {Num.  Brit.  5.  3 ;  K.  O.  Miiller,  Arch.  d. 
shipped  at  Memphis  as  sons  of  Hephaestus,  /C,  sec.  395.  5). 

and  were  like  the  dwarf  gods  of  the  Phoeni-  •  Aristophanes,  Pax,  277. 

cians.     The  Cabeiri  are  first  mentioned   in  *  Plin.  N,  H,  I.e.     Conf.  Schelling,  Uel>cr 

a  drama  of  iEschylus,  in   which    they   are  die  Cotter  v.  Samothrake. 

brought  into  connexion  with  the  Argonauts  •  Pausan.  ix.  17.  I. 

in  Lemnos,  and   itschylus  seems  to  regard  •  Ibid.  ii.  10.  5,  and  v.  24.  i. 

c  0  2 
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Artemis  Eukleia  (glorious  in  war),  to  celebrate  their  victory  at 
Leuctra  ;  just  as  Athens  had  set  up  a  temple  to  Eukleia  on  the  banks 
of  the  Ilissus  after  the  battle  of  Marathon.* 

Artemis   appears   in   four   principal   characters,   with   dress   and 

attributes  appropriate  to  each  :    I.  Artemis  Phosphoros  or  Selasplwros 

(*  Light-bringer  *),  in  long  robe  and  veil,  with  bow  and  quiver  on  her 

t'lo   ,65.  back,  and  a  torch  in  each  hand,  as  in  the 

well-known  Diana  Lucifera  in  the  Vatican. 

II.  Artemis    Soteira   (*  Saviour'),   in  long 

chiton,  with  the  hand  moving  backwards 

towards  the  quiver.    III.  Artemis  ^Agrotera* 

*  Laphria '  ^  ('  huntress,  forager '),  in  which 

character  she  is  clad  in  the  short  chiton, 

nuda  genUy  and  carries  her  weapons  ready 

for  use ;  and  IV.  Artemis  Eukleia  (Brauronia, 

&c.),  with  long  robe,  torch,  bow,  and  quiver.' 

Of  a  later  date  is  the  representation  of 

Artemis  as  the  lover  of  Endymion^  in  which 

light  she  is  represented  in  the  well-known 

statue  in  the  Braccio  Nuovo  of  the  Vatican 

(fig.   165).      The  Goddess  is  supposed   to 

be  contemplating  the  beautiful  Endymion  ^ 

asleep,  and  raising  her  hands  in  delighted 

ARTEMIS  LOOKING  AT  ENDYMION.  astonishmcnt  at  his  bcauty. 

Atheni  Pronaia  in  Thebes.     A  statue  of  this  goddess  by  Scopas 
stood  at  the  entrance  of  the  Ismenion  in  Thebes.'* 


*  Pausan.  i.  14.  5.  manship,  from   Hadrian's  villa  (?),  now  in 

*  Ibid.  iv.  31.  7  ;  vii.  18.  8,  in  Calydon  Stockholm.     See  Lucian,  Dial,  Dear,  xi.  2, 
and  at  Patras.     Like  other  lovers  of  sport  where  Selene  describes  Endyniion  to  Aphro- 
Artemis  was  a  game-preserver,  and  is  often  dite,  and  how  she  stole  on  his  sleep  k^o^^X 
accompanied  by  pet  animals  as  in  the  famous  KorioOaa  ^ir'  hx^v  tS»v  SojctvAwv  fitfiriKvieu 
Diane  h  la  Bichc  in  the  Louvre.  *  Pausan.  ix.  10.  2.   It  is  natural  to  suppose 

*  Cicero,  In  Verrem^  iv.  34 :  '  Cum  siola,  that  the  Athene  of  the  second  Attic  school  dif- 
sagittse  p)endebant  ab  humero,  sinistra  manu  fered  widely  from  the  severe  type  of  an  earlier 
retinebat  arcum,  dextra  ardentem  facem  prae-  age,  and  even  from  that  of  Pheidias.  We  have 
ferebat.*—  O.  Miiller,  Arch,  d,  K,  p.  554.  examples  of  the  gentle  and  pathetic  Minerva 
Urlichs,  Skopas,  in  the  Vatican,  and  a  still  more  striking  and 

*  There  is  a  figure  of  Endymion  as  a  beautiful  one  in  the  Minerva  Tritogeneia 
sleeping  shepherd,  in  the  Hall  of  the  Ani-  belonging  to  Prince  Carl  of  Prussia,  which 
mals,  153,  in  the  Vatican,  and  another,  is  very  sweet  and  even  sentimental  in  cha- 
larger  than  life,  but  of  poor  Roman  work-  racter  (Anna/,  d,  Imt,  xvi,  p.  112). 
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Apollo  Smintheus  in  Troas.  Apollo  in  his  character  of  *  mouse- 
killer  *  appears  in  Homer  as  the  especial  protector  of  the  Trojans,  and 
was  extensively  worshipped  in  Mysia  and  iEolis.  The  chief  centre  of 
this  cult  was  the  Smintheion  (Temple  of  Smintheus),  at  Chryse  in  the 
Troas,  for  which  Scopas  in  Ol.  102  made  a  temple-image  {^oavov)  of 
Apollo  with  his  foot  resting  on  a  mouse}  The  epithet  and  office  of 
Apollo  remind  us  of  the  Zeus  Apomyios  Q  fly-averter  *)  in  Elis,  who  came 
to  the  assistance  of  Heracles  when  tormented  by  flies  at  Olympia.* 

Leto  and  Ortygia  in  Ephesus.  The  lonians  of  Asia  Minor  celebrated 
the  birth  of  Apollo  and  Artemis  in  the  cypress  grove  of  Ortygia,  in 
the  neighbourhood  of  Ephesus,  as  well  as  in  the  Island  of  Delos. 
According  to  Strabo,  there  were  several  temples  in  this  place,  the 
oldest  of  which  contained  archaic  statues  {ap')(ala  ^oava)^  and  more 
recent  works  by  Scopas,  viz.  a  group  of  Leto  bearing  a  sceptre,  and  by 
her  side  Ortygia^  the  nurse,  holding  a  child  in  each  hand.^ 

According  to  Strabo,*  these  works  of  Scopas  stood  in  two  differ- 
ent shrines  or  chapels — Leto  in  one,  and  Ortygia,  with  the  two 
children,  in  the  other.  The  last  group  occurs  on  coins  of  Ephesus,* 
in  which  a  woman  is  represented  with  a  child  on  each  outstretched 
arm.  She  is  looking  back  in  wild  terror  at  the  Pythian  serpent 
issuing  from  its  hole  in  the  Delphian  vdirr)  (woody  glen),®  of  which 
the  children  seem  to  have  no  fear  at  all.  A  similar  design  is  found  on 
coins  of  Tripolis  in  Caria  ;  and  in  both  cases,  of  course,  the  female 
figure  may  be  Leto  herself  There  is  a  vase  with  reddish  figures  from 
the  second  Hamilton  collection,  on  which  Leto  or  Ortygia  is  repre- 
sented with  the  two  children  in  her  arms,  fleeing  from  the  serpent 
Python,  which  is  issuing  from  its  cave  at  Delphi.  Here,  too,  the  divine 
children  stretch  out  their  hands  as  if  they  wished  to  play  with  the 
monster. 

*  Strabo,  xiii.  p.  604.    There  are  coins  of        meanly  of  Jupiter  in  this  character. 
Alexandria  Troas  in  which  Apollo  carries  a  ■  Strabo,  xiv.  p.  640.     Pausan.  x.  38.  9. 
mouse  in  his  hand  (Choiseul,   Gouff".    Voy,  *  viii.  p.  387. 

ii.   pi.  67).     The  excavations  made  on  the  •  Mionnet,   Descr,   p.    540.     Tischbein, 

site  of  the   Smintheion   by  the   Society  of  iii.  4. 

Dilettanti  have  proved  fruitless.  •  Clearch.  in  Aihen,  xv.  701.     Conf.  O. 

*  Pausan.   v.    14.   2.     Those   who  have  Miiller,  Handb,  d,  Archaeol.  sec.  362. 
been  in  Arcadia  and  Olympia  do  not  think 
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CHAPTER   XXXIII. 

WORKS  OF  SCOPAS 

(continued). 

TEMPLE  OF  ARTEMIS*  AT  EPHESUS. 

From  time  immemorial  down  to  the  Christian  era  the  worship  of  a 
Goddess,  introduced  among  the  Carians  at  a  very  early  period,  perhaps 
by  the  Phoenicians,  appears  to  have  flourished  in  the  city  of  Ephesus. 
But  the  type  of  the  Ephesian  deity,*  to  whom  the  Greeks  gave  the 
name  of  Artemis,  differs  very  widely  from  any  of  the  forms  in  which 
this  Goddess  appeared  to  her  Greek  worshippers,  and  is  indeed 
essentially  non-Hellenic.  The  Greeks,  who,  as  we  are  told,  colonized 
Ephesus  in  the  eleventh  century  B.C.  under  Codrus,  found  the  wor- 
ship of  a  Goddess  called  Upis  already  firmly  established.  Her  first 
attendants  were  said  to  be  the  Amazons  who  lived  among  the 
Lydians  and  Leleges  about  her  temple.  This  deity  the  colonists 
identified  with  Artemis,  which  is  singular  enough,  for  it  would  be 
difficult  to  find  a  greater  contrast  to  the  active  virgin  huntress  than 
the  motionless  form  of  the  Ephesian  goddess,  covered  with  fully 
developed  female  breasts,  whom  St  Jerome  calls  *  the  mother  of  all 
animal  life.*  Fortunately  we  possess  many  copies  of  the  Ephesian 
idol.  The  lower  limbs  are  tightly  wrapped  in  her  garment,  so  as  to 
give  her  the  appearance  of  a  mummy.  On  her  chest  are  parallel 
rows  of  breasts,  and  under  them  symbolical  objects— bees,  flowers. 


'  For  statues  of  Artemis  see  Paus.  i.  23.  (No.  81)  *  Gallery  of  Vases,'  and  a  statue  in 

9 ;  X.  37.  1 ;  vii.  9.   I ;  viii.  37.   2 ;  Cic.   in  the     Conservatori    Palace   at    Rome — with 

Vfrr,  ii.  4.  34.     None  of  the  extant  figures  bronze  head,  neck,  hands,  and  feet,  and  the 

of  this  goddess  are  of  great  excellence.  rest  of  the  body  of  marble— which  is   pro- 

^  There  is  a  fine  head  of  the  Ephesian  fiisely  ornamented  with  lions,  horses,  winged 

Artemis  of  the  Greek  type  in  the  Vatican  monsters,  bees,  flowers,  &c. 
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and  fruit,  and  heads  of  bulls  and  fanciful  monsters  in  rows.  On 
her  arms  are  the  figures  of  lions,*  who  seem  to  be  crawling  upwards.^ 

The  older  temple  of  Artemis  at  Ephesus  was  begun  by  the  archi- 
tect Chersiphron  between  600  and  500  B.C.,  and  finished  by  Paeonius 
(the  architect  of  the  Branchidae  temple)  and  Demetrius  in  460  B.C.,  at 
which  period  Ephesus  was  tributary  to  Athens.  The  Artemision  was 
the  only  Greek  temple  in  Asia  Minor  which  escaped  the  vengeance  of 
Xerxes,  who  recognised  an  Asiatic  goddess  in  the  Ephesian  Artemis. 
It  perished,  as  we  know,  by  the  hand  of  the  incendiary  Hero- 
stratus,  on  the  same  night  in  which  Alexander  the  Great  was  born 
(b.c.  356).  A  new  temple  was  quickly  raised  on  the  same  site,  of 
which  Pliny  gives  a  rather  minute  description.  In  a  very  doubtful 
passage  he  says  that  Scopas  was  said  to  have  carved  the  reliefs  on 
one  of  the  thirty-six  ornamented  pillars.  *  The  length  of  the  whole 
temple,'  he  says, '  is  425  feet,  the  breadth  225,  and  there  are  1 37  columns 
60  feet  in  height,  36  of  which  are  carved  in  relief;  one  of  them  by 
Scopas.'  ^  Winckelmann  suspected  some  corruption  in  the  text,  and 
proposed  to  read  iino  e  scapho  of  one  block,  i.e.  monolith,  in  contra- 
distinction to  the  88  unornamented  columns.  This  reading  is  sup- 
ported by  Brunn,  and  certainly  removes  many  difficulties.* 

The  site  of  this  interesting  building  was  found  in  1873  by  Wood, 
who  brought  over  several  fragments  of  sculptured  columns,  which 
are  now  in  the  British  Museum.  The  height  of  the  drums  is  about 
6  feet,  and  the  circumference  18  feet.  On  the  best  preserved  of  these 
fragments  we  see  four  figures,  and  fragments  of  a  fifth  and  sixth  on 
each  side  of  them.  There  were  probably  eight  on  the  whole  circum- 
ference. Hermes  is  Ccisily  recognised  by  the  kerykeion  (caduceus),the 
petasos,  and  the  chlamys  wrapped  round  his  arm.  Another  figure 
with  large  wings  and  long  sword  by  his  side  is  probably  Thanatos 
(Death),  who  beckons  to  a  woman  on  his  right  hand.  She  is  dressed 
in  the  sleeved  chiton  and  the  himation,  which  she  draws  over  her  breast 
with  her  right  hand,  while  her  left  hand  holds  the  other  corner  of  it 
above  her  shoulder,  like  the  well-known  Diana  of  Gabii  in  the  Louvre. 


>  Gerhard,  Antike  Bildw,  305,  307,  308.  *  Brunn  also  suggests  the  reading,   *imo 

2  Newton*s  Essays,  scapho^'  *at  the  bottom  of  the  shaft,*  which 

•  Plin,  N,  H.  xxxvi.  26:  *Ex  iis  xxxvi.  gives  a  still  more  probable  meaning, 
caelatae  una  a  ScopaJ* 
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She  is  preparing  to  follow  Thanatos  ;  and  behind  her  comes  Hermes, 
on  whose  right  side  is  a  richly  robed  matron  {Cora,  Proserpine  ?).  Next 
to  Cora  is  Hades  {V\\xt6)  ?,  who  wears  richly  ornamented  sandals.  The 
scene  is  in  the  lower  world,  and  may  represent  either  the  myth  of 
Orpheus  and  Eurydice,  or  more  probably  that  of  Alcestis,  in  which 
case  the  figure  to  the  left,  quietly  waiting  for  her,  will  be,  not 
Orpheus,  but  Heracles,  who  has  fought  and  defeated  Death. 

Dionysjts  and  Atltene  in  Cnidos.  Among  other  works  of  illustrious 
artists  existing  in  Cnidos  Pliny  mentions  Dionysus  and  Athene 
by  Scopas,*  of  which,  however,  he  gives  no  description  or  criticism. 
Some  coins  of  Cnidos  bear  the  helmed  head  of  Athene,  and  a  full- 
length  figure  of  Dionysus  in  a  long  robe,  with  a  goblet  in  his  right  hand 
and  a  thyrsos,  held  crosswise,  in  his  left.  He  is  beardless,  and  the 
type  lies  between  that  of  the  Indian  Bacchus  and  that  of  a  later  period 
of  Greek  art. 

Aphrodite  in  Pergamon  (?).  Pliny  mentions  a  nude  statue  of  Aphro- 
dite by  Scopas  as  standing  in  the  Temple  of  Brutus  Gallaecus,  near  the 
Flaminian  Circus  at  Rome.  There  is  nothing  in  his  words  which  enables 
us  to  form  an  idea  of  the  motif  of  this  figure,  but  he  adds  that  it 
*  surpassed  the  famous  Cnidian  Aphrodite,  and  would  have  rendered 
any  other  place  (but  Rome)  illustrious.'  He  then  goes  on  to  account 
for  the  little  attention  which  so  great  a  work  received.  It  is  possible, 
of  course,  to  understand  the  word  antecedens  as  referring  to  time,  but 
it  is  evident  from  the  following  words,  *  and  would  have  rendered  any 
other  place  illustrious,'  that  high  praise  is  intended  to  be  conveyed. 
Junius  Brutus  Gallaicus  built  a  temple  of  Venus  from  the  spoils  of  the 
Gallaeci  and  Lusitani,  whom  he  conquered  in  138-136  B.C  It  was 
customary  with  the  Roman  consuls  and  generals  to  bring  back  works 
of  Greek  art  from  their  provinces,  and  it  has  been  plausibly  con- 
jectured that  Brutus  obtained  the  Aphrodite  of  Scopas  from  Attalus 
III.  of  Pergamon,  and  used  it  to  adorn  his  magnificent  triumph  in  136 
or  132  B.c^  In  the  natural  anxiety  of  antiquarians  to  form  a  concep- 
tion of  so  renowned  a  work,  and  at  the  same  time  to  affix  a  worthy 


*  Plin.  N,  H.  xxxvi.    22.     Vid.    marble       earn,  iil.-v.  p.  375.     Conf.  Brimn. 
head    of    Dionysos    in    Leyden    (Uriichs,  «  Uriichs,  »S^tf/rtJ,  119. 

Scopas^  160-2).     Newton,  Ducov,  at  Hali- 
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name  to  the  nameless  statues  which  excite  the  admiration  of  the  world 
at  Rome  and  Paris,  the  Venus  of  Melos,*  the  Venus  of  Capua  in  the 
Louvre,  and  the  Venus  Chigi  at  Rome,  have  been  severally  brought 
forward  as  copies  of  the  Aphrodite  of  Scopas.  With  greater  reason,  I 
think,  the  Capitoline  Venus  has  been  entered  as  a  candidate  for  this 
honour,  as  being  evidently  *  the  work  of  an  older  and  colder  man.'  ^ 

Ares  in  Pergamon  (?).  In  the  same  Temple  of  Brutus  Gallaecus  at 
Rome  stood  a  colossal  statue  of  Ares  by  Scopas,  which  was  also  probably 
brought  from  Pergamon.  Asia  Minor,  the  cradle  of  plastic  art,  became 
after  the  Persian  war,  and  during  the  whole  of  the  golden  age  of  Greek 
art,  dependent,  in  an  artistic  sense,  upon  the  mother  country.  Down 
to  the  fourth  century,  the  only  works  thought  worthy  of  mention  in 
Asia  Minor  are  the  Amazon  of  Polycleitus,  the  Apollo  of  Myron  at 
Ephesus,  and  the  *  Drunken  old  woman  *  at  Smyrna,  which  has  also 
been  attributed  to  him.'  From  the  fourth  century  downward  Rhodes, 
Cos,  Cnidos,  and  Asia  Minor,  where  Scopas  and  Praxiteles  exercised 
an  enlivening  impulse,*  again  enter  the  lists  and  bear  away  the  palm, 
which  is  subsequently  transferred  to  Macedonia  and  continental  Greece. 
In  the  work  of  Scopas,  described  by  Pliny,  Ares  was  represented 
sitting,  and  consequently  in  a  state  of  repose,  but  we  have  no  further 
details.  Attempts  have  been  made  to  refer  the  beautiful  and  well- 
known  Ares  Ludovisi  (fig.  166)  in  Rome  to  Scopas  ;  and  the  art-idea 
which  it  embodies  is  certainly  in  harmony  with  his  peculiar  genius. 
But  the  Ares  Ludovisi  formed  part  of  a  group  with  Aphrodite,  and 
the  style  resembles  that  of  Lysippus,  more  especially  in  his  Apoxy- 
omenos.  The  question  is  whether  Lysippus  can  be  credited  with  so 
very  original  and  novel  a  conception,  which  is  just  what  we  might 
look  for  from  Scopas  ;  and  again,  have  we  sufficient  knowledge  of 
the  technical  style  of  the  latter  to  justify  our  deciding  that  the  Ares 
cannot  be  his  work  ? 

The  design  of  the  Ares  in  the  Villa  Ludovisi  is  in  the  highest 


*  Waagen,  Kunstwerkt  in  Paris,    Nagler,  1862,  p.  333.     Conf.  Benndorf,  A.Z.  1867, 

KUnstler- Lexicon,    Schnaase,  Ges,  d.  bilden-  p.  78,  and  Epigram,  AnthoL  Pal,  vii.  455. 
den  KUnsUf  p.  234.            '  Urlichs,  Skopas.  <  Pausan.  viii  45.  5  :  (2ic<^os)  5j  iral  \yiX' 

'  This    statue,    generally    attributed     to  yoira,  iroAAaxov  r^s  &px<*^<t^  'EAAcCdos  rh.  hk 

Myron,   was  more  probably  by  a  sculptor  kcU  itfpi  '\iavMv  re  icol  Ka/>(av  ivoiriaf, 
called   Mar  on,     Vid.   Schone,   Arch,   Zeit, 
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degree  original  and  novel.  The  figure  before  us  is  well  worthy  in  its 
powerful  and  magnificent  proportions  of  the  God  of  War  ;  but  his 
mighty  frame  is  like  an  unstrung  bow,  and  we  see  him,  not  in  his 
character  of  destroyer  of  the  human  race,  enemy  of  Gods  and  men, 
rushing  with  furious  cries  to  his  *  insolent  game ' — but  silent,  al- 
most pensive,  lost  in  sweet  dreams  of  peace  and  love.  His  shield 
leans  idly  against  the  rock,  his  weapons  are  scattered  on  the  ground, 

and  the  sword,  which  he  still  retains,  is  feebly 
Fig.  i66.  grasped.     The  bent  back,  the  drooping  head, 

the  folded  arms,  the  eyes  gazing  vaguely 
into  the  distance,  give  to  the  whole  figure  an 
air  of  lassitude,  which  is  not  the  weariness 
of  long  labour,  but  the  languor  of  un- 
resisting submission  to  the  soft  influence 
of  a  power  still  mightier  than  his  own. 
The  source  of  that  power  is  indicated  by 
the  Eros  between  his  feet  The  remnant  of 
another  figure,  which  may  still  be  seen  on  the 
shoulder,  shows  that  the  triumphant  Goddess 
herself  is  by  his  side,  from  whom  he  averts  his 
gaze,  as  if  half  ashamed  of  his  defeat  The 
technical  skill  displayed  in  this  noble  work, 
MARS  LUDovisi.  ^^^    cspccially   in    the    magnificent    curve 

of  the  back,  the  aristocratic  head  and  well- 
developed  chest,  and  in  the  arrangement  of  the  chlamys  over  the  lap, 
are  worthy  of  the  design.  We  are  justified,  therefore,  in  regarding  it 
as  a  Greek  original,  but  we  have  no  sufficient  grounds  for  dogmatising 
respecting  the  artist 

Achilles  Group  in  Bithynia, — Pliny  speaks  with  great  enthusiasm 
of  another  work  by  Scopas,  in  which  the  marvellous  wealth  and 
variety  of  his  imagination  were  fully  displayed.  It  represented  in 
round  figures  'Neptune  himself,  Thetis,  Achilles,  Nereids  riding  on 
dolphins,  whales  or  hippocampi,  Tritons,  and  the  train  of  Phorais} 
Sea  monsters  (pistrices),  and  many  other  marine  creatures, — all  by 


'  Lord  of  the  unharvested  sea,  and  father  of  Thousa,  the  mother  of  Polyphemus.' 
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the  same  hand ;  an  illustrious  work  even  if  it  had  occupied  a 
whole  lifetime/  It  stood  in  the  Temple  of  Neptune,  in  the 
Flaminian  Circus  at  Rome,  which  Cn.  Domitius  dedicated  about 
the  year  35  B.C.,  and  adorned  with  works  of  art  which  he  had 
brought  from  Nicaea  and  NicomediaJ  We  have  here  another 
example  of  the  way  in  which  Scopas  represented  the  finer  shades  of 
difference  in  the  character  and  functions  of  kindred  deities  of  the 
same  element  or  the  same  moral  sphere.  In  the  grand  forms  of 
Poseidon  and  his  consort  Amphitrite  he 
seeks  to  express  the  mingled  grandeur 
and  beauty  of  the  ocean — 

*  boundless,  endless,  and  sublime/ 


Fig.  167. 


In  the  attendant  Nereids  is  embodied 
the  loveliness,  the  alluring  sheen  of  the 
calm  and  playful  waters ;  in  the  strange, 
grotesque  forms  of  the  Hippocamps,  the 
romance  and  mystery,  and  in  the  jovial, 
boisterous,  insolent  Tritons,  the  reckless 
wildness  and  turbulence,  of  the  unfathom- 
able, wildly  sporting,  incontrollable,  and 
ever  restless  sea.^  And  over  them  all  is 
spread  the  pathos,  the  melancholy,  the 
vague  longing  after  some  distant  object 
which  the  sea  inspires  in  all  who  look  on  it,  and  with  which  Greek  art, 
drawing  its  vital  power  from  nature  itself,  always  invested  the 
denizens  of  the  ocean  (fig.  167). 

The  description  of  Pliny  has  many  points  of  resemblance  with 
the  subject  of  a  magnificent  relief  in  Munich  representing  TIte  Mar- 
riage of  Poseidon  and  Amphitrite  (fig.  168),  which  has  many  charac- 
teristics of  the  style  of  Scopas.  It  is  one  of  two  friezes  formerly  in 
the  Palace  of  Santa  Croce,  near  the  Flaminian  Circus,  but  it  is  not 


YOUNG  TRITON   IN   THE 
VATICAN. 


*  Urlichs  {SkopaSy  126)  thinks  that  it  was 
taken  from  a  temple  of  Poseidon  in  Astakos- 
Olbia  or  between  Kios  and  Mystea.  Stark 
{Philologusy  p.  445)  thinks  that  it  was  in- 


tended for  the  Achilleion  on  the  coast  of 
Troas,  at  the  entrance  of  the  Hellespont. 

*  *•  Die  lustig-munteren^  wonfuberauschten 
Meergptter '  (Schiller). 
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known  where  they  were  originally  found.  They  came  into  the  pos- 
session of  Cardinal  Fesch,  and  were  sold  in  Paris  in  i8i6.  One  of 
them  was  bought  by  H.  von  Klenze,  and  transferred  to  the  Glyptothek 
in  Munich.* 

In  this  very  beautiful  and  original  composition  Poseidon  (fig. 
1 68,  D,  a)  appears  seated  in  a  chariot  drawn  by  two  young  Tritons,  one 
of  whom  is  blowing  a  sca-shcll,  while  the  other  holds  a  lyre.  By  the 
side  of  the  mighty  *  Earth-shaker  *  is  the  dignified  and  graceful  form  of 
Amphiirite  (fig.  i68,  D,  b\  who  is  drawing  her  bridal  veil  more  closely 
round  her  head.  A  Nereid  in  the  head-dress  of  a  matron,  probably  Doris 
the  Oceanid  {?ig,  i68,  C,r),  comes  to  meet  them,  riding  on  a  Hippocamp 
(fig.  1 68,  C,  d).  These  three  majestic  personages  form  the  central  group, 
which  is  flanked  on  each  side  by  a  subordinate  group  of  three  youthful 
female  forms  ;  one  ofn'/iom  (fig.  i68,  B,  c),  to  the  left  of  Doris,  seated 
in  a  graceful  attitude  on  a  Sea  bull  (fig.  i68,  B,/),  is  bearing  aloft  with 
both  her  hands  the  indispensable  Jetuel-box  of  the  bride.  Of  the  two 
others,  one  (fig.  i68,  A,  g)  is  riding  a  Triton  (fig.  i68,  A,  //)  of  the  Centaur 
type,  and  the  other  (fig.  i68.  A,  /)  a  Sea  dragon  (fig.  i68,  Ayj),  On  the 
right  side  of  the  central  group,  immediately  behind  the  chariot  of  Posei- 
don, a  lightly  clothed  Nereid  (fig.  i68,  E,  k)  lies  stretched  in  the  coils  oia 
Hippocamp' s  (fig.  i68,  E,  /)  sinuous  body,  with  her  back  to  the  spectator, 
holding  a  goblet  in  one  hand  and  a  goblet  in  the  other.'  Two  ot/ter 
Nereids  (fig.  i68,  F,  ///,  ;/)  follow,  on  the  back  of  a  Sea  dragon  (fig. 
1 68,  F,  o)  and  a  Triton  (fig.  i68,  F,/)  respectively. 

The  simple  grandeur  of  the  original  conception  is  developed  into 
a  rich  variety  of  lines  by  the  fantastic  shapes  of  the  marine  monsters, 
in  contrast  with  the  lovely  forms  of  the  Nereids,  who  recline  with 
such  easy  grace  and  serene  confidence  among  the  coils  of  their 
grotesque  steeds,  that  we  accept  their  strange  and  impossible  position 


'  O.   Jahn,   Bfricht   d,   siichs,    GeseUsch.  heads  of  Tritons  in  the  Villa  Albani  with 

1854,  p.   163,   Taf.  iii.-viii.     As  examples  fins    for    eyebrows,    which    fall   over   the 

of   the  manner   in   which   the   Greeks  re-  cheek  and  round  the  chin  ;  and  others  in  the 

presented  the  Deities  of  the  ocean,  see  the  Vatican.     For  a  description  of  Tritons  vid. 

Statue  of  Poseidon  in   the   Vatican,   which  Pausan.  ix.  21,  I. 

is   greatly  marred   by  the  restored  aplustre ;  *  Compare  the  beautiful  group  at  Naples 

the  bust   of  Glaucus   in  the  same   gallery ;  representing  a  graceful  nymph  riding  en  a 

two    fine     Tritons    in     the     Conservatori  Hippocamp.     The  same  subject   is   treated 

Palace  in  Rome ;  a  double    Tritott  I/erma  in  a  fine  gem  in  the  collection  at  Florence 

in    the     Capitol.     Museum ;     two    colossal  and  in  another  at  Berlin. 
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Fig.  168,  A. 


NEREID  ON  A  TRITON. 

Fig.  168,  B. 


c  f 

NEREID  ON  A  SEA   BULL. 
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Fig.  i6S,  c. 


c  d 

doris  (?)  on  a  hippocamp. 

Fig.  i68,  d. 


POSEIDON   AND   AMPHITRITE. 
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Fig.   168,  e. 


k  i 

NEREID   IN   THE  COILS  OF  A  HIPPOCAMP. 

Fig.  1 68,  f. 


o  m  p  n 

NEREIDS,    TRITON,    AND   SEA   DRAGON. 


Digitized  by 


Google 


400  SCOPAS  OF  PAROS. 


with  delight,  as  the  most  natural  thing  in  the  world.*  These  groups 
of  Nereids  correspond  in  their  number  and  functions  to  the  Charites 
(Graces)  and  Horai  (Hours)  of  Olympian  weddings.^ 

A  pretty  playful  element  is  added  to  the  grandeur,  the  beauty, 
the  turbulence,  and  the  grotesque  mysterious  romance  of  this  group 
by  the  introduction  of  the  little  Boy-Erotes  (Cupids),  who,  perched  on 
the  tails  or  the  uplifted  hoofs  of  the  Hippocamps,  or  floating  in  the 
air,  perform  with  easy  confidence  and  nonchalance  the  part  of 
charioteers.  Their  presence  is  very  embarrassing  to  those  who  think 
that  this  work  proceeds  from  the  atelier  of  Scopas  himself,  for  the 
boy-cupids  are  framed  in  the  spirit  of  Alexandrine  poetry,  while  the 
Eros  of  Scopas,  as  we  have  seen,  was  a  tender  youth. 

It  will  be  observed  by  the  spectator  who  looks  at  this  frieze  from 
the  proper  distance  that  the  procession  seems  to  be  coming  towards 
him.  This  effect  is  produced  by  the  perspective  inclination  of  the 
back  of  the  chariot,  and  the  oval  form  of  the  wheel,  and  the  fact  that 
one  of  the  harnessed  Tritons  is  represented  en  face.  By  these  means 
the  effect  is  produced  not  of  two  processions  meeting,  but  coming 
from  opposite  sides  towards  the  spectator. 

Among  the  works  which  have  the  greatest  claim  to  be  copied  from 
originals  of  Scopas,  we  may  mention  tlie  Nereid,  No.  49,  in  Venice. 
There  are  also  tivo  Nereids  in  the  Braccio  Nuovo  of  the  Vatican,  and 
others  in  the  galleries  of  Florence  and  Naples.  Nor  was  the  repre- 
sentation of  marine  deities  and  their  train  unknown  to  the  earlier 
periods  of  art.  On  the  Chest  of  Cypselus  Thetis  is  represented  stand- 
ing on  a  biga— the  horses  of  which  had  golden  wings— and  receiving 
from  Hephaestus  the  famous  impenetrable  armour  for  her  son  Achilles.* 
Tritons  are  also  mentioned  by  Pausanias  in  his  description  of  the 
reliefs  on  the  throfie  of  the  Amy  clean  Apollo  ;^  and  Myron,  as  we  have 
seen,  made  PristcB^  {Pistres^  Pistrices\  marine  monsters.  There  is 
also  an  amphora  with  black  figures  of  an  earlier  date  than  Scopas,  on 


*  The  tolerance  of  the  fair  sex  for  power-  Ni»pjj«€«  «'  Ev0or8af  aifTo«  Aiwovvai 
ful  ^<«»/^xhasinall  ages  been  remarkaWe.                It^lJZ'^C^t^tt:^:.^'^.,  ,.,.x. 

*  See  Brunn*s  analysis  of  this  group  in  his  ^  ...     « 
Beschreibung  d.  Glyptothek,  p.  144.  5  J.^"^"'  l"'  ^\S- 

«  Pausan.  V.  19.  5.     Eurip.  Electra  :-  .^^^n^  writers,  however,  think  that  this 


word  means  getire  figures. 
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which  Thetis  is  represented  bringing  a  spear,  and  the  Nereids  different 
portions  of  the  divine  armour  to  Achilles.* 

The  same  subject  is  treated  in  the  same  manner  on  many  sar- 
cophagi,^ and  on  gems,  terracottas,  Praenestine  mirrors,  Pompeian 
paintings,  and  mosaic  floors.  Nor  is  it  only  in  works  of  classical 
antiquity  that  the  influence  of.Scopas  is  clearly  seen.  It  may  be 
traced  in  Raphael's  fresco  of  Galatea  in  the  Farnesini  at  Rome,  in  the 
Caracci  frescoes  of  the  Pal.  Farnese,  and  in  many  other  works  of  the 
Italian  school. 

*  Campana  Coll.  Catalog,  CI.  I,  Ser.  4-7,  the  Nereids  are  occupied  in  the  same  task. 

No.  in 8.     See  also  a  vase  found  by  Baron  Conf.  *Stoviglia  Ruvese  della  Raccolta  del 

Ilaller  in  the  Island  of  Rhodes,  representing  latta  a  Napoli*  {Ann.  d,  Inst.  xii.  p.  125), 

Nereids  carrying  the  arms  of  Achilles  {Mon.  and    an    Amphora  in   Brit.    Mus.;    Arch, 

d.    I,  iii.   19,  20,   1840;   Ann.   d.    I,   xiL  Anzeiger,  ix.  179;  Urlichs,  SJtopas,  p.  143. 

1840);    and    another    in    the    Brit.    Mus.  *  A/us.  Pio,  Clem,  iv.  33. 
(Table-case  N,  No.  22),  where  Thetis  and 
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CHAPTER   XXXIV. 

WORKS  OF  SCOP  AS 

(CONTINUED). 

THE   MAUSOLEUM   AT   HALICARNASSUS. 
01.   107.  2-108  (B.C.  351-348)? 

ScOPAS  was  engaged,  at  an  already  advanced  age,  in  conjunction 
with  Bryaxis,  Timothcus,  and  possibly  Praxiteles,  in  executing  the 
plastic  ornaments  of  the  famous  tomb  of  King  Mausolus  (Maussolus) 
at  Halicarnassus.*  This  able  and  successful  tyrant  removed  his  resi- 
dence from  Mylasa,  the  former  capital  of  his  kingdom,  to  Halicar- 
nassus,^  in  Caria,  in  the  building  and  decoration  of  which  he  spent  vast 
sums  extorted  from  his  subjects  and  his  vanquished  enemies.  He 
was  nominally  a  satrap  of  Persia,  but  after  his  revolt  from  Artaxerxcs 
in  362  B.C. — the  year  of  the  battle  of  Mantineia,in  which  Epaminondas 
was  killed,  and  three  years  before  the  accession  of  Philip  of  Macedon 
— he  appears  to  have  run  a  very  prosperous  career  of  independence 
and  conquest  until  his  death  in  Ol.  117.  2  (B.C.  353).  His  widow, 
Artemisia,  inconsolable  for  his  loss,  immortalised  her  husband  and 
herself  by  rearing  a  tomb  in  his  honour,  which  rivalled  the  Pyramids, 
and  ranked  with  the  *  seven  wonders  of  the  world.'^  Artemisia  herself 
died  two  years  after  the  king,  while  the  tomb  was  yet  unfinished  ; 
and  it  is  recorded,  to  the  honour  of  the  artists  employed,  that  they 


*  Plin.    N,   II,    xxxvi.   30.     Vitruv.  vii.  have  begun  to  build  his  own  tomb,  as  was 
praefal.  12.  not  unusual  with  Asiatic  monarchs.     Vid. 

'  Hod.   Budrun,  on  the  Gulf  of  Cos,  in  Newton's  //«/.  of  Disc,  in  HcUicamasstis^ 

Anatolia.  Cnidus^  Bratu-hidie,  i.  55,  and  his  article  in 

*  Pausan.  viii.  16.  4.     Newton  thinks  it  Class,  Mus.  July  1847. 
not  improbable  that  Mausolus  himself  may 
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completed  the  work,  probably  without  further  reward.  Pliny's  account 
of  the  design  and  dimensions  of  the  Mausoleum  are  very  difficult  to 
understand.  Newton  is  of  opinion  that  it  consisted  of  a  mighty 
basement  of  solid  masonry,*  in  which  probably  was  the  sepulchral 
vault,   and    which    supported    a  pteron   (cella)    thirty-seven    and   a 

Fig.  169. 


pullan's  restoration  of  mausoleum. 


half  feet    in   height,   surrounded  by  thirty-six  columns^   (fig.    169). 
Above  this  pteron  was  a  kind  of  pyramid  with  a  flat  top,  on  which 


'  I/alicamassnSy  Cnidus^  ^c,  vol.  ii.  part  Pullan,  adopted  by  Newton.    Conf.  Petersen, 

i.  p.  186.     Mr.  James  Fergiisson  in  an  inte-  Das  Mausoletim. 

resting  treatise  ( The  Mausoleum  at  Haluar-  »  Parts  of  these  columns  are  in  the  Brit. 

uassus  restoreii)  dissents  from  this  view,  and  Mus. 
proposes  a  different  restoration  to  that  of  Mr. 
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stood  a  quadriga  of  marble,  made  by  Pythis  (Phytcus  ?).  The  basis  of 
the  substructure  rose  by  three  steps,  and  the  pyramid  on  the  top  of  the 
pteron  by  twenty-four  steps,  and  the  whole  building  was  about  one 
hundred  and  forty  feet  in  height.  We  are  also  told  that  the  E.  side 
was  adorned  by  Scopas,  the  N.  by  BryaxiSy  the  S.  by  Timot/ieus^  and 
the  W.  by  Leocliares,  This  mighty  work,  which  stood  some  seventeen 
hundred  and  fifty  years,  and  has  given  a  word  to  every  civilised  lan- 
guage, is  referred  to  by  Lucian  *  in  an  imaginary  conversation  between 
the  shades  of  Mausolus  and  Diogenes.  The  king,  in  answer  to  the 
philosopher's  question  why  he  assumed  so  great  a  superiority  over 
his  brother  ghosts,  replies  that  he  *  had  a  larger  monument  lying  on 
him  at  Halicarnassus  than  any  other  dead  man,  and  of  such  great 
beauty,  and  with  horses  and  men  represented  in  marble  so  naturally, 
that  no  temple  could  easily  show  the  like.'  It  is  also  mentioned  as  a 
stupendous  work  in  an  epigram.'  It  appears  to  have  been  still  stand- 
ing in  the  twelfth  century  of  our  era,  and  was  probably  destroyed  by 
an  earthquake ;  so  that  the  Knights  of  St.  John  were  able  to  use 
the  ruins  in  building  a  fortress  (which  they  called  Petroneum  {Bii- 
drun)  in  honour  of  St.  Peter)  in  the  fifteenth  century,  and  in  repair- 
ing it  in  the  beginning  of  the  sixteenth.  The  principal  sculptural 
remains,  now  in  the  British  Museum,  are  the  colossal  Statue  of 
Mausolus  himself,  and  a  Female  figure  of  corresponding  size,  generally 
supposed  to  be  a  Goddess,  who  stood  on  the  chariot  beside  the  deified 
king,  and  performed  the  part  of  charioteer.  The  dress  and  general 
air  of  the  latter  are  hardly  in  accordance  with  this  supposition,  and  it 
is  far  more  probable  that  they  both  stood  inside  the  pteron,  or  heroum^ 
in  which  divine  honours  and  sacrifices  would  be  offered.*  Besides  these 
we  have  sei^en  torsos^  some  of  them  colossal,  among  which  the  frag- 
ment of  a  Horse  and  his  rider  is  the  most  remarkable  ;  four  female 
/leads,  beautifully  executed,  which  Newton  conjectures  to  be  H^ri^, 
Demeter,  Artemis,  and  Aphrodite  \  several  male  heads— Apollo, 
Hermes  (or  Heracles),  Theseus^  a  Carian  prince  (or  Amazon),  and 
Ganymede ;  a  colossal  Ram  ;  the  fore-  and  hind-quarter  of  a  colossal 


'  Dial,  Afort,  24.  I .  Acre  ncc  vacuo  pendentia  mausolea 

•  Liber  de  Speclaculis :-  ■  Laudibus  immodids  Cares  in  astra  ferant,  etc 

»  Conf.  Stark,  Philologm,  xxi.  464. 
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Horse  ;  fragments  of  twenty  Lions  found  on  the  N.  side,  at  a  considerable 
distance  from  the  building ;  the  head  and  foot  of  a  Boar ;  a  Dog  of 
corresponding  size,  and  a  Lioness}  Of  the  citariot  we  have  only 
fragments  of  a  gigantic  wheel.  There  are  also  portions  of  three 
FriezeSy  one  of  which  no  doubt  ran  round  the  top  of  the  sub- 
structure ;  another  was  above  the  row  of  columns  which  surrounded 
the  pteron ;  and  the  third  at  the  top  of  the  cella  wall. 

Of  these  remains  the  most  interesting  is  the  ^^^'  '^°' 

colossal  statue  of  Mausoliis  {fig.  170)  himself, which 
is  evidently  a  portrait,  and  very  unlike  the  ideal 
Greek  type.  The  face  itself  is  broad  and  square, 
the  forehead  low,  the  underlip  full  and  sensual. 
The  deep-set  eyes  produce  the  effect  of  a  some- 
what barbaric  wildness,  combined  with  self-con- 
scious dignity.  The  beard  and  moustache  are  short 
The  hair  of  the  head,  which  is  very  effectively 
though  not  minutely  executed,  is  stroked  back 
from  the  forehead,  and  falls  in  long  wavy  masses  on 
each  side  of  the  head,  more  like  that  of  a  German 
student  of  the  last  generation  than  of  an  ancient 
Greek  or  Asiatic.  Mausolus  is  clothed  in  a  chiton, 
which  is  seen  on  the  chest,  above  the  chlamys  which 
envelopes  the  whole  figure  in  rich  folds  and  is  I 
wrapped  round  the  middle  of  the  body.  The  portrait  of  mauso- 
drapery  is  grand  in  design,  and  executed  with  great  ^-"s. 

skill  and  truth.  The  only  remaining  foot  is  covered  by  a  laced  boot 
over  a  sort  of  leather  sock. 

The  next  in  importance  is  a  colossal  female  figure  of  matronly 
form,  supposed  to  be  a  goddess  acting  as  charioteer,^  although  the 
dress  is  hardly  suitable  to  that  function.  The  features  of  the  face, 
above  which  is  a  triple  row  of  the  well-known  archaic  curls  of  hair, 
are  entirely  destroyed.  The  attitude  of  this  noble  and  beautiful 
figure  is  grand  and  imposing,  and  the  drapery  is  executed  with  even 


'  At  Constantinople. 

•-'  Newton,  vol.  ii.  part  f,  p.  249.     C^nf  Gerhard,  Ant.  Bildw,  i.  Taf.  31. 
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greater  skill  and  refinement  than  that  of  Mausolus.  It  consists  of  a 
long  chiton  of  soft  and  light  material,  which  covers  the  bosom  in  fine 
folds,  and  an  ample  chlamys,  reaching  to  the  nude  and  beautifully 
formed  feet.  The  latter  garment  is  wrapped  in  a  thick  broad  fold 
round  the  middle  of  the  body,  and  falls  gracefully  over  the  left  arm, 
in  the  same  manner  as  in  the  famous  Niobid  of  the  Vatican. 

The  remains  of  an  Equestrian  statue  (Carian  prince  ?*),  found  on  the 
N.  (Bryaxis')  side,  serve  to  raise  our  admiration  of  the  genius  and 
skill  of  the  artists  employed  on  the  Mausoleum  to  a  still  higher  point 
Although  only  a  mere  torso  of  the  horse,  and  of  the  rider  little 
more  than  the  lower  half  of  the  body,  remain,  the  mutilated  figures 
of  both  seem  instinct  with  life  and  vigour.  The  horse  is  in  the  act  of 
rearing,  and  the  legs  of  the  rider,  who  wears  the  oriental  trowsers,  cling 
to  the  sides  of  the  horse  with  the  close  grasp  of  the  perfect  horseman. 
*  Notwithstanding,'  says  Newton,  *  the  great  mutilation  which  this 
statue  has  received,  it  may  be  considered  one  of  the  finest  ex- 
amples of  ancient  sculpture  which  has  come  down  to  us.'*  Of  less 
careful  execution  is  tJie  Torso  of  a  seated  male  figure y  in  a  chiton,  and 
a  heavy  mantle  lying  across  the  lap,  which  might  represent  Zeus,  were 
the  upper  part  of  the  body  nude,  as  is  usual  in  his  statues.  It  may 
however,  be  compared  with  the  standing  figure  of  Zeus  Labrandeus^ 
on  coins  of  Carian  kings,  which  is  also  fully  clothed. 

The  British  Museum  contains  several  other  draped  figures  from 
the  Mausoleum,  both  male  and  female,  which  want  of  space  prohibits 
us  from  describing  more  particularly.  Of  the  south  side  entrusted 
to  Timotheus  there  are  no  remains. 

Of  several  heads,  also  in  the  British  Museum,  the  most  worthy  of 
special  mention  are — 

A  large  female  Iiead^  (Aphrodite  ?)  of  great  beauty  and  exquisite 
workmanship,  with  the  normal  rows  of  archaic  curls  and  the  back  hair 
collected  into  a  conical  coif  or  cap  very  like  that  of  the  Aphrodite  (?) 
in  the  central  group  of  Gods  in  the  Parthenon  frieze  ; 

a  yoiithful  male  head^  bearded,  of  purely  Greek  and  heroic  type, 


*  Newton.     Fergusson  calls  it  an  Amazon.  ■  Were  it  not  for  a  certain  pathetic  cx- 

*  Discov.  in  HalUarn.  vol.   ii.  pt.  i.  p.       pression  in  the  face  we  should  unhesitatingly 
219.  say  that  it  represented  the  Goddess  of  love. 
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probably  Theseus^  and  a  male  head,  beardless,  probably  representing 

Apollo  ; 

the  Head  of  an  Asiatic  (CdirisLn)  prince^  wearing  the  tiara  ;  and 
tAe  Head  of  a  youth  (Ganymede  ?)  in  a  Phrygian  cap,  very  small, 

and  perhaps  belonging  to  a  relief.* 

RELIEFS   OF  THE   MAUSOLEUM. 

Of  the  three  distinct  friezes  of  the  Mausoleum  mentioned  above, 
there  are  seventeen  slabs  in  the  Brit.  Museum.*  Twelve  of  these, 
which  had  been  built  into  the  wall  of  the  Castle  of  Budrun  by 
the  knights  of  St.  John,  were  sent  to  England  by  Lord  Stratford 
de  Redcliffe  in  1846;  four  more,  probably  by  Scopas,  from  the  E. 
side  of  the  Mausoleum,  were  discovered  by  Newton  in  1857; 
and  another,  formerly  in  the  possession  of  the  Serra  family  in 
Genoa,  was  purchased  for  the  British  Museum  in  1 865.  Most  of 
these  slabs  belong  to  *  the  Frieze  of  the  orderl  on  the  outside  of 
the  pteron  above  the  Ionic  columns.  At  the  time  of  their  dis- 
covery they  bore  evident  traces  of  colour,  the  ground  being  dark 
blue,  the  nude  of  the  figures  dark  red,  and  the  dress  of  scarlet 
and  other  colours.  The  bridles  of  the  horses  were  of  metal,  for 
the  insertion  of  which  holes  are  still  visible.  The  subject  is  tlte 
Battle  of  the  Greeks  and  Amazons,  the  same  as  that  on  one  side  of 
the  Temple  of  Phigaleia,  with  which  it  forms  an  object  of  interest- 
ing and  instructive  comparison. 

The  most  striking  characteristics  of  the  frieze  before  us  are  the 
exuberance  of  life,  the  energy  and  even  violence  of  movement,  the  end- 
less variety  of  action,  posture  and  dress,  and  the  hurry,  heat,  and  passion 
which  reign  in  every  part  of  the  composition.  The  extraordinary 
richness  of  inventive  fancy,  in  which  the  artist  yields  to  none  of  his 
predecessors,  shows  itself  in  effective  contrasts  between  male  and  female 
figures,  mounted  and  on  foot,  draped  and  nude,  erect,  oblique,  and 
prostrate.  Nor  is  it  only  by  the  attitude  and  motion  of  the  body  that 
intensity  of  feeling  is  indicated.     The  varying  emotions  roused  by  the 


'  Newton,  /.  c, 

'  They  were  first  seen  in  situ  by  Dalton  in  the  last  century,  and  sketched  by  him. 
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vicissitudes  of  battle  are  clearly  depicted  in  the  faces  of  the  actors.  What 
we  have  said  above  of  the  predominance  of  the  subjective,  lyric,  indi- 
vidual, element  in  the  modern  Attic  school,  is  fully  exemplified  in 
these  reliefs.  Each  of  the  smaller  groups  into  which  the  composition 
is  so  skilfully  divided  might  form  the  subject  of  a  poem. 

The  artist  transports  us  into  the  thickest  of  the  battle  at  its  hot- 
test moment  On  the  whole,  of  course,  the  Greeks  are  prevailing,  but 
they  have  no  easy  task.  A  Heracles  (fig.  171)  (or  Theseus)  is 
needed   to  ensure   a   victory   over   these   earliest   advocates   of  the 


Fig.  171. 


HERACLES   (OR   THESEUS)   AND  AMAZONS. 

rights,  and  avengers  of  the  wrongs,  of  women,  who  were  *  a  match 
for  men*  (avridveipai)  in  quite  another  than  the  usual  and  more 
agreeable  sense. 

The  Greeks  are  all  on  foot,  and  for  the  most  part  nude,  though 
a  few  have  the  small  chlamys  round  the  arm  or  flying  from  the 
shoulder.  They  are  armed  with  sword  or  javelin  and  buckler,  and 
some  wear  a  Corinthian  helmet.  The  Amazons  are  on  foot  or 
horseback,  and  most  of  them  wear  the  sleeveless  chiton  alone,  in 
such  a  manner  as  to  leave  part  of  the  person  exposed.  Some 
wear  the  chlamys,  or  have  sleeves  to  their  chiton  ;  others  the  closely 
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fitting  trowsers  (dva^vpiSei).  They  are  armed  with  axe,  sword,  and 
bow,  and  generally  carry  a  small  shield  (pelta),  though  many  are 
without  it. 

The  works  of  the  older  school  with  which  our  frieze  has  the  greatest 
analogy  are  the  reliefs  of  the  Temple  of  Nike  Apteros  and  those  of  the 
Temple  of  Apollo  in  Phigaleia.  It  greatly  surpasses  the  former  in 
boldness  of  conception  and  variety  of  situation  and  action,  and  the 
latter  in  freedom  and  correctness  of  drawing.  As  in  many  other 
similar  works,  not  even  excepting  those  of  the  Parthenon,  there  is  an 

Fig.  172. 


THE   FRIEZE  OF  THE   MAUSOLEUM. 


extraordinary  difference  of  merit  in  different  portions  of  the  same 
frieze,  some  of  which  are  worthy  of  the  greatest  masters  of  the 
period,  while  others  have  many  glaring  faults.  In  the  present  case 
this  disparity  is  accounted  for  more  easily  than  usual  by  the  death  of 
Artemisia — whose  successor,  Hydrieus,  took  no  interest  in  the  Mau- 
soleum— and  the  consequent  necessity  for  finishing  the  work  in  haste 
by  the  hands  of  inferior  artists. 

The  most  interesting  groups  of  the  relief  are  those  discovered 
by  Newton,  and  the  one  purchased  from  the  Serra  family  in 
Genoa.     In   slab  C  a   beautifully  moulded  Greek  warrior  is  laying 
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deadly  stroke,  are  inimitably  given.* 


his  left  hand  on  the  head 
of  a  conquered  Amazon 
whom  he  has  forced  down 
on  her  knees  (fig.  173) 
and  is  about  to  dispatch 
with  his  sword.  She  on 
her  part  stretches  out  her 
right  hand  in  piteous 
supplication,  and  having 
failed  to  pierce  his  heart 
with  her  other  weapons, 
is  trying  what  a  pathetic 
glance  can  do.  In  the 
group  on  the  left  of 
slab  D,  perhaps  the 
finest  of  all,  two  Greeks 
are  employed  in  cutting 
down  one  disarmed  Ama- 
zon (fig.  1 74),  who  sup- 
ports herself  on  one  hand 
and  knee  in  a  very  beau- 
tiful attitude.  A  very 
fine  contrast  is  presented 
to  us  in  N,  where  a 
Greek  warrior  in  a  Co- 
rinthian helmet  is  bend- 
ing over  an  Amazon 
whom  he  is  about  to  dis- 
patch (fig.  17  s).  The 
ruthless  intent  expressed 
in  his  face,  and  the  calm 
upward  look  with  which 
the  heroine  awaits  the 
In  slab  M  we  see  an  Amazon 


»  The  beauly  of  her  face  has  unfortunately  been  omitted  in  our  illustration. 
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Fig.  174. 


GREEKS  AND  AMAZONS. 


(eminros)  sitting  in  fearless  ease  with  her  back  to  her  horse's  head, 
and  drawing  her  bow  against  an  enemy  (fig.  176).  Her  rearing  horse 
meanwhile  is  striking  with  his  foreleg  at  a  Greek  before  him. 

The    difference    between  Fig.  175. 

the  older  and  the  younger 
Attic  schools,  of  which  we 
have  spoken  above,  is  seen 
not  only  in  the  greater  bold- 
ness and  variety  of  concep- 
tion, and  the  unbounded  free- 
dom of  execution  displayed  in 
this  frieze,  but  in  the  psychical 
and  moral  tone  which  per- 
vades it.  Even  in  the  Phi- 
galeian  marbles  the  face  is 
left  almost  void  of  expres- 
sion, while  here  it  is  made  to 
reflect   the  most   vivid  emo- 

tions    of    the     soul-wrath.  *'•*''  "'  '"^°"  mausoleum  fr.kze. 

fear,  suppliant  pathos,  and  compassion.     The  tendency  of  the  age 
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to  sacrifice  everything  to  beauty  is  shown  too  in  the  treatment  of 
the  Amazons.  The  female  warrior,  who  in  earlier  art  had  thrown 
off  the  characteristic  softness  and  weakness  of  the  sex,  becomes 
in  the  hands  of  Scopas  and  his  associates  the  lovely,  charming 
woman,  against  whom  we  wonder  to  see  the  manly  warrior  raise 
his  sword.  There  is  an  evident  desire  to  please  the  spectator 
by  the  display  of  the  beautiful  but  very  inappropriate  forms  of 
the  Amazons,  for  which  reason  the  slit  chiton  {a^Krros  ^^trcii'), 
an  unusual  and  unfitting  garment  for  an  Amazon,  is  frequently  used. 

Fi(..   176. 


MOUNTED  AMAZCiN. 

The  subject  of  tke  second  frieze^  of  finer  and  whiter  marble,  bor- 
dered below  with  an  ogee,  seems  to  have  been  a  chariot  race,  repre- 
senting perhaps  t/u  funeral  games  instituted  in  honour  of  Mausolus, 
Among  the  few  recognisable  objects  in  these  flatter  reliefs  {mezzo 
rilievo)  are  a  broken  quadriga^  and  a  female  cliarioteer  with  a  fine 
expressive  head,  leaning  forward  in  eager  rivalry. 

Tlu  third  frieze^  which  is  in  higher  relief,  seems  to  have  suffered 
greatly  from  the  weather,  and  was  therefore  probably  on  the  outside  of 
the  substructure  of  the  Mausoleum.  One  of  the  slabs  contains  the 
figures  of  a  Centaur  and  a  Lapith,  from  which  it  is  conjectured  that 
the  Centauromachia  formed  the  subject  of  the  whole  composition. 


Digitized  by 


Google 


THE   THIRD  FRIEZE   OF  THE  MAUSOLEUM,         4^3 


Besides  these  remains  of  Ionic  friezes,  there  are  fragments  of 
square  metope-like  slabs  in  a  frame  projecting  about  an  inch.  The 
relief  on  one  of  them  is  supposed  to  represent  Theseus  dashing 
Skiron  against  a  rock.  The  others  are  so  much  defaced  as  to  defy 
even  an  archaeologist's  microscopic  eye  and  fertile  imagination. 
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CHAPTER   XXXV. 

THE  NIOBE  GROUP} 

(Fig.   177.) 

The  myth  of  Niobe  and  her  children  is  famih'ar  to  much  humbler 
individuals  than  MacaulayV odious  '  fifth-form  boy/*  and  it  would  be 
impertinent  to  repeat  in  this  place  the  incidents  of  their  tragic  fate. 

The  catastrophe  of  the  once  proud  queen  of  Thebes,  in  which  she 
retains  nothing  of  her  former  nature  but  the  sense  of  bereavement  and 


^  '  "^        THE   NIOBE  GROUP.  ' 

the  power  of  tears,  had  precisely  the  mingled  elements  of  beauty, 
pathos,  and  thrilling  tragic  interest,  which  would  draw  the  attention  of 
the  younger  Attic  school.  We  are  not  surprised  therefore  to  find  in 
Pliny  a  brief  notice  of  a  group  of  Niobe  and  Iter  childreft,  concerning 
which  he  adds  that  it  was  doubted  whether  it  was  the  work  of 
Praxiteles  or  Scopas.^     The  question  will  in  all  probability  never  be 


*  The  Niobe  tragedy  had  been  treated  by 
art  on  the  Throne  of  the  Olymp.  Zeus  (Pau- 
san.  V.  II.  2;  Brunn,  KiinsiL-Gesch.  i.  174), 
where  Pheidias  brought  it  into  connexion  with 
the  Theban  story  of  the  Sphinx.  The  minia- 
ture sketch  of  the  group  (fig.  177)  does  not 
give  exactly  the  arrangement  adopted  in  the 
Uffizi  at  Horence,  but  the  one  which  seems 
to  me  most  correct.  A  figure  is  missing 
between  Niobe  and  the  Pedagogue. 


*  Nam  quis  non  Nioben  numcroso  funere  mxstam 
Non  cedtait  ? 

Olymp.  Nemesianus,  in  beginning  of  the 
Cygenetica.  Conf.  Soph.  Antigone^  822; 
Electra,  147  ;  Ilorat.  Od.  vi.  6.  i;  Juvenal, 
Sat.  vi.  71. 

■  Plin.  N.  //.  xxxvi.  28 :  *  Par  haesitatio 
est  in  templo  Apollinis  Sosiani  Niobae  liberos 
morientis,  Scopas  an  Praxiteles  fecerit.*     A 
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settled  ;  but  we  are  inclined  to  trace  in  the  motif  and  treatment 
of  this  beautiful  work  the  pathetic  and  excitable  temperament  of 
Scopas.  It  is  indeed  attributed  to  Praxiteles  in  two  epigrams/  but 
they  are  light  in  the  balance  against  the  doubts  of  Pliny.  It  stood,  he 
says,  in  the  Temple  of  Apollo,^  which  was  erected,  about  716  A.U.C. 
(b.C.  38),  by  Caius  Sosius,  who  was  Antony's  legate  in  Syria  and 
Cilicia.  Hence  it  has  been  plausibly  conjectured  that  Sosius  brought 
it  from  Seleucia  on  the  Calycadnus  in  Cilicia,  and  displayed  it  at  his 
triumph  for  his  victory  over  Judaea  in  35  B.C. 

A  large  number  of  statues,  which  evidently  represented  the  same 
scene,  were  discovered  in  1583  in  a  vigna  near  the  Lateran  at  Rome, 
and  after  passing  through  various  hands  were  acquired  by  Leopold 
Grand  Duke  of  Tuscany  in  1775,  and  have  ever  since  been  one  of 
the  chief  glories  of  the  Uffizi  Palace  at  Florence. 

The  scene  is  one  which  irresistibly  carries  our  thoughts  to  what 
has  preceded  and  must  follow  it.  It  represents  not  so  much  an  action 
as  a  state  of  feeling.  A  moment  before  all  was  peace,  prosperity, 
and  joy ;  a  moment  after,  and  there  will  be  peace  again,  but  it  will 
be  the  eternal  peace  of  death.  The  noiseless  arrows  of  the  unseen 
deities  are  already  flying  from  either  side,  and  two  of  the  children,  a 
son  and  a  daughter,  lie  prostrate  on  the  ground  in  the  agonies  of 
death.  Others,  fatally  wounded,  are  tottering  to  their  fall ;  and  the 
rest  are  fleeing  from  the  terror,  like  a  frightened  herd  of  deer.  Yet 
fear  is  not  the  only  emotion  manifested.  There  are  touching  in- 
cidents of  self-forgetfulness  in  the  desire  to  help  and  save:  a  brother 
supporting  the  drooping  form  of  a  sister  (177,  c)\  the  attendant  slave 
{pcedagogtis)  {\77,g)  busying  himself  less  about  his  own  safety  than 
that  of  his  tender  charge.     Above  them  all  towers  the  grand   figure 


similar  doubt  prevailed  concerning  a  figure  ^  Antkol,   Gr,   iv.  181.  298  (Planud.  iv. 

of  Janus  Pater  (i.e.  Hermes  Dikephalos)  at  129): — 

Rome,    and   another  of   Cupid   holding    a  ix  ^taii^  ii.t  9to\  rtv^av  kiOovy  U  V*  kiBoio 

thunderbolt.     *  Item   (par  haesitatio)  Janus  ^»n»'  npa^r^Aij?  ;^iraAti'  tlpyaaaro. 

Pater  in  suo  templo  dicatus  ab  Augusto  ex  Conf.  Auson.  Epit.  28 : — 

i^gypto    advectUS  Utrius  manus  sit.      Simi-  Vivebam  sum  facta  silex,  quae  deinde  poliia 

liter  in  curia  Octavise  quaeritur  de  Cupidine  Praxitelis  manibus  vivo  iterum  Niobe. 

/*//»w« /^w«/ir,  id  demum  affirmatur  Alcibia-  •  Outside  the  Porta   Carmentalis,  at  the 

dem  esse  principem  ineaxtate  *  (Plin.  N,  If.  foot  of  the  Capitoline  Ilill.     Vide  Urlichs, 

xxxvi.  28).  Skopas. 
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of  the  mother  (177,/),  on  whose  devoted  head  these  ruins  fall,  pre- 
eminent, not  in  stature  and  beauty  alone  {digna  ded  fades),  but  in  the 
dignity  of  her  divine  despair.  Without  any  further  attempt  to  flee  or  to 
save  herself,  she  gazes  upwards  with  a  wistful  but  hopeless  glance 
which  stirs  the  inmost  chords  of  the  soul.  With  the  maternal  instinct 
still  strong  in  her  heart  she  folds  the  tender  shrinking  form  of  her 
youngest  dmtghter  (177,/)  to  her  lap,  and  tries  to  shield  her  with  her 
own  person  from  the  coming  death. 

On  its  first  discovery  the  Florentine  group  was  hailed  without 
hesitation  by  the  credulous  enthusiasm  of  the  age  as  the  very  work 
of  Scopas  or  Praxiteles  mentioned  by  Pliny.*  Closer  examination, 
however,  gave  rise  to  doubts,  to  which  the  acute  and  unsparing 
critic  Mengs  gave  loud  and  decided  utterance.  He  brought  forward 
sufficient  reason  for  declaring  that  not  one  of  the  figures  could 
be  regarded  as  the  work  of  a  great  Greek  master.  This  ap- 
parently hasty  and  harsh  judgment  was  more  generally  acquiesced  in 
after  the  great  discoveries  of  the  19th  century,  which  brought  to  light 
undoubted  original  works  of  Greek  art  in  the  sculptures  of  yEgina, 
Olympia,  the  Theseion  and  the  Parthenon,  and  established  a  standard 
by  which  previously  known  works  could  be  fairly  tested.  -  Still  more 
important  in  the  case  before  us  was  the  discovery  of  duplicates  of 
some  of  the  principal  Niobid  statues  at  Florence.  The  famous 
daughter  of  Niobe^  \v\  the  Chiaramonti  Gallery  in  the  Vatican  is 
immeasurably  superior  to  the  corresponding  figure  in  the  Uffizi ;  and, 
indeed,  as  it  is  of  Parian  marble,  some  writers  regard  it  as  belonging 
to  the  original  group.  Canova  discovered  another  fragmentary  group 
in  the  Vatican  of  a  young  girl  zvounded  by  an  arrow  in  the  left  breast^ 
and  leaning  against  a  youthful  male  figure,  which  corresponds  exactly 
with  a  portion  of  the  Florentine  group.  Some  writers  would  bestow 
the  name  of  Niobid  on  the  well-known  and  most  beautiful  figure  of  a 
kneeling  youth,  generally  called  Iliojteus,  in  the  Glyptothek  at  Munich ; 
and  even  Friederichs  seems  half  inclined  to  the  same  opinion.  Ilioneus, 
as  the  reader  will   remember,  is  the  name  given  by  Ovid  to   the 


*  Winckelmann,  too,  was  deceived,  and      doubt  of  their  originality, 
said   that  no  one  as  yet  had   expressed  a  *  A  duplicate  of  d  in  the  Florentine  group. 
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youngest  son  of  Niobe,  who  alone  touched  the  heart  of  Phoebus  by 

his  prayers  ;  but  all  too  late  : — 

Motus  erat,  cum  jam  revocabile  telum 
Non  fuit,  Arcitenens.    Minimo  tamen  occidit  ille 
Vulnere,  non  alte  percusso  corde  sagitta.' 

The  best  authorities,  however,  on  the  ground  of  the  entire  nudity 
of  this  figure,  and  for  other  weighty  reasons,  have  finally  decided 
against  its  claims  ^  to  be  placed  in  the  Florentine  group,  though  all 
allow  that  it  is  an  original  Greek  work  of  the  highest  merit' 

On  the  other  hand,  several  of  the  figures  found  in  the  same  place 
as  the  Niobids  have  been  unanimously  excluded  from  all  connexion 
with  them  ;  e.g.  a  Discobolus \  the  well-known  *  Wrestlers'  in  the  tribune 
at  Florence  ;  a  Polyhymnia  ;  and  a  /lorse. 

It  is  generally  assumed  that  the  number  of  figures  was  originally 
seventeen — viz.  Niobe  herself,  fourteen  children,  a  Paedagogus,  and,  as 
a  pendant  to  him,  a  Trophos  (female  nurse).  Of  these  ve  possess 
twelve — NiobCy  six  sons,  four  daughters^  and  the  Pcedagogue,  From 
the  great  superiority  in  the  stature  of  the  Queen  herself,  as  central 
figure,  and  the  difference  in  the  height  of  the  other  figures,  it  was  at 
first  supposed  that  we  had  a  pedimental  group  before  us.  It  has,  how- 
ever, been  found  impossible  to  arrange  them  within  a  triangular  gable  in 
any  intelligible  order.^  Among  the  many  theories  which  have  been 
broached  on  the  subject,  the  most  plausible"  seems  to  be  that  they  stood 
on  an  undulating  rocky  base,  with  a  not  too  distant  background,  so 
as  to  produce  the  effect  of  a  very  high  relief  of  a  somewhat  pictorial 
character.  According  to  this  view,  Niobe  would  occupy  the  highest 
point,  and  the  children  from  either  side  would  be  fleeing  towards  her 
for  refuge.^  In  any  arrangement,  of  course,  the  godlike  mother  would 
occypy  the  centre,  and  her  place  is  indicated  by  the  fact  that  ihe 
alone  is  represented  en  face. 


'  Ovid,  Met,  vi.  264.  lying  figures  would  leave  an  ugly  gap  in  the 

*  Brunn,  Urlichs,  O.  Jahn,  &c.  angles,  and,  moreover,  could   not   be  seen 
■  E.  Curlius  now  calls  it  Ganymede  \^Arch.  from  below'  {Aiobe,  81). 

Zeit.  N,  F.  i.  p.  42).  »  Friedr.  Baust.  p.  C42.     Conf.  Botticher 

*  As  Friederichs  remarks,  •  The  difference  [A'on.  Mus,  Abgiisse,  d^'e,  p.  460),  who  thinks 
in  size  between  the  figures  is  not  greater  than  that  they  were  placed  on  a  semicircular 
would  be  accounted  for  by  the  differcnc  e  of  base. 

age,  and   the   representation  of  children  is  •  Conf.  Stark,  AWobet  &>€.  p.  103. 
unknown  at  this  period.     In  a  pediment  the 
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The  form,  attitude,  and  countenance  of  Niobe  afford  one  of  the 
best  examples  in  plastic  art  of  the  true  Greek  moderation  (o-oi^pocriJi/iy), 
(fig.  178).  When  we  think  of  the  suddenness  with  which  the  awful 
calamity  had  burst  upon  her,  and  all  the  horrors  of  her  position,  we 
might  expect  to  see  a  face  distorted  by  the  violence  of  her  emo- 
tions. We  could  have  forgiven  the  artist  had  he  veiled  it,  as  the 
painter  Timanthes  did  in  the  case  of  Agamemnon  at  the  sacrifice 
of  Iphigenia.*  But  no  ;  in  that  acme  of  her  sufferings,  the  form  of 
Niobe  has  lost  nothing  of  its  majesty  and  high-born  grace,  and  her 
Fig.  178.  face  retains  all  its  queenly  beauty  ;  and  yet 

what  a  depth  of  hopeless  sorrow  does  it 
reveal !  *  She  falls,  indeed,  the  victim  of  the 
Nemesis  she  had  so  wantonly  provoked,  but 
she  falls  like  a  queen  and  a  heroine,  carrying 
with  her  the  sympathy  of  all  beholders. 

We  are  accustomed  to  see  the  plainest 
features  illumined  and  transfigured  by  the 
noble  soul ;  but  in  Niobe  the  indwelling 
spirit  is  allowed  for  once  to  take  its  own 
proper  form,  and  to  show  incarnate  no- 
bleness. 

Pride  and  despair  are  not  the  only  feel- 
ings depicted  in  that  upturned  face.  There  is  also  a  trace  of  the  most 
touching  pathos  ;  the  trembling  of  the  lip,  and  the  quivering  of  the 
lower  eyelid,  are  harbingers  of  the  tears  which  are  to  flow  for  ever. 
And  the  immediate  cause  of  this  emotion  is  before  us.  Very  striking 
and  beautiful  is  the  contrast  between  the  stately  form  of  the  proud 
strong  woman  who  shows  no  fears  for  her  own  person,  and  the  timid 
shrinking  child  who  clings  to  her  in  an  agony  of  fear,  and  thinks  to  find 
a  refuge  in  her  mother's  lap  even  from  the  fury  of  the  Gods  (fig.  1 79). 
It  is  a  natural  and  beautiful  conception,  that  of  all  the  frightened  throng, 
the  youngest  and  the  tenderest  should  have  reached  the  mother  first, 
and  should  occupy  her  chief  attention  in  virtue  of  her  very  insigni- 


*  Conf.  vase  in  Brit.  Museum,  Table-case  it,  so  beauty  is  not  preserved  by  the  removal 

N,  No.  I,  or  diminution  of  emotion,  but  by  the  power 

'  *  For  as  virtue  lies  not  in  the  absence  of  of  beauty  to  overcome  it  *  (ScheUing). 
passion  but  in  the  mastery  of  the  mind  over 
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ficance  and  helpless  dependence.      The  poet  surely  must  have  looked 
on  this  touching  group  when  he  wrote  the  lines — 

Ultima  restabat,  quam  toto  corpore,  mater 
Tola  vesie  tegens^  unam  minimamque  relinque 
•     De  multis  minimam  posco,  clamavit,  et  unam. 
In  vain ! 

Dumque  rogat,  pro  qua  rogat,  occidit. 

Fig.  179.  Fig.  180. 


NIOBE  AND  HER  YOUNGEST  DAUGHTER. 


The  effect  is  greatly  heightened  by  the  contrast  between  the  tight 
and  closely  fitting  dress  of  the  poor  child,  which  shows  the  tender 
immaturity  of  its  form  as  clearly  as  if  it  were  nude,  and  the  rich 
flowing  masses  of  the  mother's  robes.* 


*  There  are  replicas  of  the  head  of  Niobe  Rokeby ;  also  an  antique  (and  a  modern) 
at  Brock esley  House  and  in  Oxford  ;  a  relief  Niobid  at  Wilton  House,  and  another  in  the 
representing  the  slaughter  of  the  Niobids  at       possession  of  Lord  Yarborough ;   the  well- 
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The  next  figure  on  N  lobe's  right  hand  is  the  first  daughter  (fig. 
1 80),  who,  like  the  mother,  is  in  the  act  of  drawing  her  garment 
over  her  head  as  if  for  defence.  In  the  midst  of  her  flight  she  is 
stopped  short  by  an  arrow  which  pierces  her  neck.  The  left  arm  is 
bent  back  to  the  wound,  and  the  whole  body  seems  paralysed  by  the 

Fig.   181.  Fig.  182. 


BROTHER  AND  SISTER. 


shock.  The  beautiful  face  of  this  simple  and  noble  figure  was  a  fa- 
vourite model  with  the  Italian  masters,  and  especially  with  Guido  Reni. 
The  second  daughter  (fig.  181),  who  is  following  the  first  in  her 
flight  towards  the  centre,  is  still  unhurt.  The  left  hand,  which  is 
rightly  restored,  is  widely  opened  and  raised  in  astonishment,  while 
with  her  right  she  seems  to  be  drawing  her  garment  over  her  head. 
There  is,  as  we  have  said,  another,  and  far  superior,  copy  of  this  statue 


known  Fagan  Niobid,  a  dauhgter  of  Niobe,       slroying  the  Niobids,  in  the  Brit.  Museum, 
and   a    relief   of  Apollo   and    Artemis  de-       — Specimens  of  Anc.  Sculp,  i.  35,  37. 
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in  the  Vatican  (Museo  Chiaramonti).  It  is  unfortunately  without 
a  head,  but  the  treatment  both  of  form  and  drapery  is  so  masterly 
that  it  is  chiefly  owing  to  the  nature  of  the  ground — which  is  not 
uneven  and  rocky,  as  in  the  case  of  the  other  statues — that  it  cannot 
be  regarded  as  the  original  work  of  the  great  Greek  master. 

Next  to  this  incomparable  daughter  comes,  in  the  Florentine 
group,  the  eldest  softy  whose  left  arm,  and  half  the  lower  right  arm 
with  the  drapery  about  it,  have  been  restored,  so  as  to  efface  the  traces 
of  the  impact  of  another  figure.  It  is  plausibly  conjectured  that  in  its 
complete  state  it  was  an  exact  duplicate  of  the  well-known  group  in 
tlie  Vatican  (fig.  182),  which  Canova  first  pointed  out  as  a  member  of 
the  Niobe  composition.  The  Vatican  work  represents  a  Young  Girl 
with  a  wound  in  her  left  breast^  leaning  against  her  brother,  who  has 
stopped  in  his  flight  to  assist  her,  and  is  supporting  her  fainting  and 
collapsing  frame.  Laying  one  hand  affectionately  on  her  shoulder,  he 
raises  his  garment  with  the  other,  as  if  to  protect  himself  and  her. 
This  is  one  of  those  touching  examples  of  love  and  pity  in  conflict 
with  mere  selfish  fear,  which  so  greatly  enhance  the  variety  and  interest 
of  this  noble  composition. 

Next  to  this  group  comes  another  son  (fig.  183),  whose  raised  left 
foot  rests  on  a  rock,  as  if  he  were  mounting  a  height.  He  looks 
behind  him  towards  the  quarter  from  which  the  arrows  fly,  and  at  the 
same  time  raises  his  garment  with  his  left  hand,  as  if  apprehensive  of 
attack  from  the  other  side  also. 

The  next  place  is  properly  occupied  by  a  beautiful  figure,  formerly 
called  *  Narcissus,  which  Thorwaldsen  first  recognised  as  a  Niobid 
(fig.  184).  He  is  wounded  and  has  fallen  on  his  knees,  and  is  trying 
with  his  left  hand  to  draw  the  deadly  weapon  from  his  back,  while  he 
throws  up  his  right  arm  in  an  agony  of  pain. 

In  all  probability  the  last  figure  on  this  side  was  a  Daughter 
stretched  at  full  length  upon  the  ground,  in  responsion  to  the  dying  son 
at  the  other  extremity  of  the  group. 

Passing  to  Niobe's  left  hand,  we  are  obliged  to  leave  the  place 
nearest  to  her  blank,*  as  we  know  of  no  figure  or  group  which  we  could 


•  See  miniature  sketch  of  group,  fig.  177,  *,  p.  414. 
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with  any  certainty  place  in  the  original  composition.  Ottfried  Miiller 
and  others  propose,  indeed,  to  insert  a  group  of  a  sister  coming  to  the 
aid  of  her  brother,  which  they  have  put  together  on  the  authority  of  a 
gem,'  and  regard  as  a  pendant  to  the  group  above  described  (fig.  182). 
Next  to  this  gap  should  come  the  Pcedagogus  with  the  youngest  son, 
who  are  separated  in  the  Florentine  series.  A  nearer  approach  to  the 
original  design  is  found  in  a  group  discovered  in  1836  at  Soissons,and 


Fig.  183. 


Fig.  184. 


NIOBID.  NIOBID. 

now  in  the  Louvre  (fig.  185),  in  which  the  attendant  slave  is  laying  his 
right  hand  protectingly  on  the  arm  of  the  frightened  boy,  while  he 
raises  his  left,  as  if  in  supplication,  towards  the  height  on  which  the 
divine  archer  stands.  As  a  separate  figure,  concerned  only  about  his 
own  safety,  he  would  have  no  raison  d'itre.  The  head  of  the 
Paedagogus,  which,  being  that  of  a  slave,  was  no  doubt  of  a  very 
different  type  from  the  Niobid  *  Dis  natil  is  lost  in  both  figures. 


•  Miiller,  Denkm,  d,  a,  K,   142  B,  d,  e.  Conf.  Friederichs,  Baust,  p.  238. 
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The  Paedagogus  is  followed  by  the  statue  of  a  daughter^  fully  robed 
in  chiton  and  chlamys  (fig.  186),  who  is  cowering  in  an  agony  of 
fear,  and  wildly  spreading  out  her  arms  in  surprise  or  supplication. 
It  was  found  with  the  rest  of  the  group,  but  was  for  some  time 
supposed  to  be  a  Psyche,  because  it  very  closely  resembles  a  winged 
figure  in  the  Capitol  in  an  exactly  similar  position.      But  it  is  no 

Fig.  185.  Fig.  186. 


P/EDAGOGUE  AND  YOUNGEST  SON. 


doubt  a  daughter  of  Niobe,  and  fits  well  into  the  place  assigned 
to  it. 

Then  follows  a  wounded  Niobid,  who  has  sunk  on  one  knee,  and 
though  hardly  able  to  support  himself  in  an  erect  position,  looks 
upwards  towards  the  god  who  has  slain  him  with  an  almost  defiant 
gaze  (fig.  187). 

The  last  figure  on  this  side,  a  son,  lies  stretched  on  his  back  in  the 
agonies  of  death.     His  left  hand  covers  the  wound  from  which  his 
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life  is  ebbing,  while  his  right  arm  lies  across  his  face  as  if  he  would 
fain  protect  himself  from  another  fatal  shaft*  (fig.  i88). 

Pausanias   mentions   another   representation   of    the   tragedy   of 
Fig.  187.  Niobe  and  her  children  which  he 

saw  at  Athens.  *  On  the  top  of 
the  theatre '  (i.e.  the  part  where 
the  audience  sat),  he  says,  *  there 
is  a  cave  among  the  rocks,  under 
the  Acropolis,  in  which  are 
Apollo  and  Artemis  slaying  the 
children  of  Niobe.' '  We  are  left 
to  guess  the  value  of  this  work, 
and  whether  it  was  in  relief  or 
consisted  of  round  statues.  Stark  ' 
suggests  that  it  may  have  been 
consecrated  by  Thrasyllus. 

A  few  years  after  the  setting 

up  of  the  marble  group  of  Niobe 

^*^^*^-  and  her   children  in  the   Sosian 

temple,  another  representation  of  the  same    subject  was  placed    in 

another  sanctuary  of  Apollo,  viz.  the  Memorial  temple  erected  to  him 

Fig.  188. 


DYING   NIOBID. 


in  honour  of  the  victory  at  Actium.     This  was  a  relief  in  ivory  upon 
t/te  folding  doors  of  the  temple.     These  doors  were  originally  made 


»  There  is  a  better  duplicate  of  this  statue      another  of  inferior  merit  at  Dresden, 
in  the  Glyptothek  (No.  141)  at  Munich,  and  «  Pausan.  i.  21.  5.         »  Niobe^  6;*c,  145. 
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for  a  temple  of  Apollo  in  the  town  of  Cumae  on  the  coast  of 
Asia  Minor,  and  were  removed  to  Rome  in  28  B.C.*  Propertius  ^ 
mentions  them  among  many  other  beautiful  works  in  the  'golden 
portico  of  Phoebus.' 

There  is  a  shield  in  the  British  Museum  on  which  Apollo,  Artemis, 
and  the  Niobids  are  represented  in  relief. 

The  tragedy  of  Niobe  was  also  made  the  subject  of  painting,  to 
which  it  was  especially  adapted.  Lactantius  Placidus  '  speaks  of  a  pic- 
ture of  the  Graico- Roman  period  in  which  Niobe,  conferta  tot  natiSy  is 
trying  to  protect  her  offspring  from  the  fury  of  the  Gods.  We  know  of 
no  vases  of  the  *  Severe  *  (or  *  Rigid ')  style  in  which  this  theme  is 
treated,  but  there  are  representations  of  it  on  two  cups  of  the  *  Per- 
fect *  style  in  red  figures,  found  at  Vulci.'* 


Characteristics  of  the  Style  of  Scopas. 

In  our  endeavours  to  form  an  estimate  of  the  comparative  merits 
of  Scopas  we  receive  but  little  aid  from  ancient  literature.  Lucian 
only  refers  to  him  once ;  Cicero,  Quintilian,  Dionysius  of  Halicar- 
nassus,  and  Statius  do  not  mention  him  at  all.  Horace,  Juvenal,  and 
Martial  take  but  little  notice  of  him,  though  their  words  imply  his 
great  reputation.  Pausanias  and  Pliny  speak  of  his  works,  but 
v/ithout  describing  their  style  or  estimating  their  merits.  All  that 
we  have  of  direct  praise  of  his  works  is  contained  in  the  turgid 
descriptions  of  the  orator  Callistratus  and  a  few  epigrams  which  we 
have  already  quoted.  Of  his  great  technical  skill  it  is  impossible  to 
doubt,  but  he  is  chiefly,  we  might  almost  say  preeminently,  remarkable 
for  the  far  higher  quality  of  creative  genius.  The  fertility  and  bold- 
ness he  displayed  in  an  extraordinary  variety  of  compositions  are 
truly  wonderful,  and  his  skilful  hand  was  able  to  carry  out  the  most 
difficult  and  audacious  of  his  original  conceptions.  To  him  we  owe 
not  only  new  types  of  the  more  ancient  gods — as  Apollo,  Ares, 
Dionysos,  and  Aphrodite,  whom  he,  not  Praxiteles,  first  dared  to  show 


'  Stark,  Niobe,  p.  332.         Mi.  31.        »  Ad  Slot.  Tfub,  iii.  394.        *  Stark,  Niobe,  150. 
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in  the  unveiled  lustre  of  her  beauty— but  the  subordinate  deities  who 
formed  their  train,  the  Bacchanalian  Thiasos,  the  Satyrs,  Sileni,  and 
Wood  Nymphs,  and  all  the  wild  strange  melancholy  monsters  who 
represent  the  changing  moods  of  the  restless  and  ever  complaining 
ocean.  The  art  of  Scopas  rings  the  changes  on  the  whole  scale  of 
human  emotions  and  desires,  and  ranges  through  the  whole  region  of 
poetic  inspiration,  from  the  most  tender  love  song  and  the  holiest 
hymn  to  the  wildest  dithyramb.  He  embodies  for  us  the  rapture  of 
the  soul  inspired,  possessed,  and  enslaved,  by  music,  in  his  Apollo 
Citharoedus ;  the  longing  desire  and  the  brooding  regrets  of  love  in 
his  Himeros  and  Pothos  ;  the  phrensy  of  the  religious  devotee  in  his 
Bacchante;  coarse,  unbridled  passion  in  his  jovial  half-bestial  Satyr;  the 
wild  yearning  of  the  mariner  in  his  sad  yet  boisterous  Tritons ;  the 
deep  love  of  the  mother  in  the  broken-hearted  Niobe ;  and  the 
agonised  fear  of  pain  and  death  in  her  devoted  children.  He  did 
more  than  any  other  artist  to  represent  nature  in  her  softest  and  ten- 
derest  as  well  as  her  wildest  and  most  unconstrained  manifestations, 
and  conquered  for  Plastic  art  whole  regions  of  passion  and  pathos 
which  had  hitherto  lain  outside  its  sphere. 

The  art  of  Scopas  was  essentially  ideal,  and  in  this  respect  he 
stands  far  above  all  other  artists  of  his  school.  His  was  not,  indeed, 
the  ideality  of  Pheidias.  He  did  not  rise  to  the  conception  of  the 
Olympian  Zeus — it  was  only  in  the  large  calm  soul  of  the  greatest  of 
artists  that  such  a  form  could  be  reflected.  But  in  each  ripple  of  the 
agitated  heart  of  Scopas,  stirred  by  the  breeze  of  passion,  some  lovely 
or  interesting  form  was  glassed. 

He  represented  exclusively  either  Gods,  or  the  embodiments  of 
moods  and  feelings,  and  never  condescended  to  pourtray  a  merely 
human  individual,  and  only  one  hero,  and  that  one  Heracles.  As 
might  be  expected  too  from  the  nature  of  his  genius,  he  worked  ex- 
clusively in  marble,  which  is  better  fitted  for  the  representation  of 
soft  elegance  and  beauty  and  passionate  emotion  than  gold  and  ivory 
or  bronze. 


Digitized  by 


Google 


PRAXITELES.  427 


CHAPTER  XXXVI. 

PRAXITELES. 
OL  104-110  (B.C.  364-340). 

Praxiteles,  who  is  generally  considered  as  the  greatest  in  the  se- 
cond triumvirate  of  Greek  sculpture,  was  in  all  probability  the  son  of 
Cephisodotus,  and  bom  in  the  Attic  Deme  Eresida^  at  the  end  of 
the  fifth  century  B.C.*  Pausanias'  says  that  he  flourished  in  the 
third  generation  after  Alcamenes,  and  Pliny  places  his  prime  in  the 
years  364-360  B.C.  We  have,  indeed,  no  fixed  dates  from  any  period 
of  his  life,  but  there  is  good  reason  for  believing  that  his  first  works 
were  executed  about  OL  100  (B.C.  380),  and  that  he  was  therefore  a 
younger  contemporary  of  his  chief  rival  in  fame,  Scopas,  by  about 
four  Olympiads.'  His  first  teacher  was  his  own  father,  Cephisodotus, 
who,  as  we  have  seen,  was  a  worker  in  bronze  ;  but  he  was  early 
associated  with  Scopas,  who  exercised  great  influence  over  him,  and 
drew  him  away  from  bronze  to  marble,  in  which  material  his  greatest 
works  were  executed. 

We  had  occasion  to  remark  above  how  very  little  notice  is 
taken  of  Scopas  by  ancient  writers,  considering  the  high  merit  of 
his  works.     The  very  opposite  may  be  said  of  Praxiteles.     His  name 


'  Some   German   writers,    on   the  rather  Mitthdl,   aus  Oesterreichy  iv.  p.    I.     Conf. 

slender  ground  of  a  passage  in  Pausanias  (v.  Brunn,  Sitzung  d,  Kon,  baier,  Acad,  Nov.  6, 

20.  2),  have  endowed  Praxiteles  with  a  grand-  1880. 

father  of  the  same  name.     The  existence  of  »  viii.  9.  i. 

a  younger   Praxiteles,   a    o^ntcmporary  of  •  It  seems  probable  that  he  lived  to  see 

Theocritus,  is  sufficiently  attested  by  two  Alexander  on  the  throne  of  Macedon ;   for 

inscriptions,  and  it  is  to  him  that  the  lately  this   artist's   favourite,    Phryne,    offered    to 

discovered  *  Hermes  with  the  infant  Diony-  rebuild  the  walls  of  Thebes  which  Alexander 

SOS  *  in  Olympia  was  by  some  erroneously  had  destroyed  for  the  honour  of  placing  her 

referred.     See   W.    Klein,  Archcuol.  epigr,  name  upon  them  (Athenxus,  xiii.  p.  59). 
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is  associated  with  those  of  Pheidias,  Polycleitus  and  Myron,  and  Greek 
and  Latin  authors  vie  with  one  another  in  singing  his  praises  in  the 
highest  strains  of  eulogy. 

Phidiacus  signo  se  Juppiter  omat  ebumo  : 
Praxitelen  patria  vindicat  urbe  lapis — 

says  Propertius.*  Phaedrus  ^  declares  that  artists  of  his  own  time  en- 
deavoured to  enhance  the  value  of  their  own  works  by  attributing 
them  to  Praxiteles  or  Myron  ;  and  Varro  is  quoted  as  saying  that 
Praxiteles  was  known  for  his  surpassing  skill  *  to  every  man  of  any 
pretensions  to  a  polite  education.*'  Considering  that  both  were 
thought  capable  of  creating  a  Niobe,  it  is  difficult  to  account  for  so 
marked  a  preference,  unless  we  attribute  it  to  the  fact  that  Praxiteles 
was  a  native  Athenian  citizen,  or  to  the  refined  sensuality  of  his 
style,  which  suited  the  character  of  the  age,  and  made  his  works 
intelligible  and  irresistibly  attractive  to  the  great  mass  of  the  Athenian 
people.  An  appeal  to  the  senses  always  meets  with  a  louder  response 
than  an  appeal  to  the  intellect,  although  we  must  in  all  fairness  allow 
that  Praxiteles  appealed  to  both. 

But  though  Athens  was  the  chief  centre  of  his  activity  and  fame, 
he  by  no  means  confined  his  operations  to  Attica  or  even  to  Greece. 
We  are  able  to  follow  him  by  his  works  to  Megara,  through  Bceotia 
to  Delphi,  and  thence  into  the  Peloponnesus — to  Mantineia  in  Arcadia, 
and  to  Olympia  in  Elis.  His  name  was  equally  well  known  among 
the  Greeks  of  Asia  Minor,  in  all  parts  of  which  his  works  were 
famed,  principally  in  Caria  (Alexandreia  *  and  Halicamassus)  and  the 
neighbouring  Cnidus  and  Cos,  but  also  in  Lydia  (Ephesus),  and  in 
the  extreme  north  at  Parion  on  the  Propontis.  His  productiveness, 
considering  the  great  excellence  of  his  works,  is  almost  incredible. 
We  have  trustworthy  notices  of  at  least  forty-seven  groups,  statues 
and  reliefs,  by  his  hand,  and  it  is  not  likely  that  all  his  creations 
have  been  recorded  in  literature.  It  is  on  the  ground  of  the  extra- 
ordinary fertility  of  his  genius  that  Praxiteles  has  been  regarded  by 
most  writers  as  the  head  of  the  younger  Attic  school,  and  the  at- 


'  iv.  9.  16.  *  V.  pra>f.  *•  paullum  modo  humanioriJ* 

'  Aulus    Gellius,    N.   AUicir.    xiii.     16 :  *  Steph.  Byzant.  v.  'AAffdvJpcio. 
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tempt  of  Brunn  *  to  place  Scopas  beside,  or  even  above,  him  excited 
considerable  wrath  in  the  mind  of  Friederichs^  and  other  warm  par- 
tisans of  the  great  Athenian.  We  have  endeavoured  in  the  preceding 
chapter  to  give  to  Scopas  the  due  meed  of  praise  which  is  some- 
times denied  him,  but  we  have  no  wish  to  detract  from  the  glory  of 
Praxiteles,  which  has  very  recently  been  more  firmly  established  by 
the  discovery  of  his  *  Hermes  and  the  infant  Dionysos '  at  Olympia, 
of  which  we  shall  speak  more  fully  hereafter. 

Among  the  earlier  works  of  Praxiteles  were  those  which  he 
executed  for  several  towns  of  Baeotia,  and  these  may  have  been  com- 
pleted in  Athens  and  sent  to  their  destination.  But  about  the  year 
378  B.C.,  after  the  liberation  of  Thebes  from  Spartan  influence,  he  was 
employed  in  the  plastic  decoration  of  tlie  Temple  of  Heracles  in 
Tfubes?  and  the  nature  of  this  work  necessarily  implies  a  long 
residence  in  the  Boeotian  capital.  He  must  also  have  resided  for  a 
considerable  part  of  his  life  in  Asia  Minor,  and,  amongst  other  places, 
in  Ephesus,  where  he  made  an  altar  of  Artejnis,  and  adorned  it  with 
reliefs.*  According  to  a  doubtful  notice  in  Vitruvius,*  he  was  one  of 
the  many  great  artists  whom  Artemisia  invited  from  Greece  to  erect 
the  tomb  of  her  husband,  Mausolus.^  After  the  year  338  B.C.  (01. 
100.  3)  we  find  him  once  more  in  the  mother  country  employed  on 
the  colossal  statue  of  Hera  Teleia  at  Plataeae.^ 

The  very  large  number  of  works  attributed  to  Praxiteles  precludes 
the  possibility  of  giving  a  detailed  account  of  them  in  this  place.  Of 
those,  therefore,  concerning  which  little  is  known,  I  shall  give  a  mere 
list;  and  as  it  is  impossible  to  ascertain  the  exact  chronological  order 
in  which  they  were  executed,  the  arrangement  will  be  in  a  great  measure 
arbitrary.     We  begin  with  the  larger  groups. 

1.  Tlu  Twelve  Gods  (in  the  Temple  of  Artemis  Soteira  at  Megara).^ 

2.  Hera,  Atliini,  and  HcbH? 

3.  DemeteryCora^andlacchus^^  (in  the  Temple  of  Demcter  at  Athens). 

»  Gesch,  d.  Kiinstler.  attributed  by  W.    Klein  to   Praxiteles   the 

•  PrcLxiteUs  nnd  die  Niobe-gruppe**  grandfather. 

•  Pausan.  ix.   11.  6.     Attributed   by  W.  When  the  material  is  not  mentioned^  it 
Klein  [op,  at.)  to  the  grandfather  of  Praxi-  may  be  assumed  to  have  been  marble. 

teles.  *  Pausan.  viii.  9.  3. 

•  Slrabo,  xiv.  p.  64c.     *  vii.  Proefat.  '•  Clem.  Alex.  Protrept.  62.     Cicero,  in 

•  Vide  supra,  p.  402.      '  Pausan.  ix.  2.  7.       Verrem^  iv.  60.  135.    Compare  the  *  Eleusl- 
■  Ibid,  i.  40.  3.     Both  these  groups  are       niin  Relief,'  p.  299,  supra. 
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4.  Flora  {Cora  ?  Hora  ?  *),  Triptoletnus,  and  Demeter^  (in  the  Ser- 
vilian  Gardens  at  Rome). 

5.  Rape  and  Restoration  of  Cora  ?  (at  Athens).  Pliny  says, '  Fecit 
ex  aere  Praxiteles  Proserpinae  raptum ;  item  Catagusam'  The  word 
^^TOTiovaa^  which  can  only  refer  to  Demetety  may  either  mean  that  she 
is  represented  as  bringing  her  daughter  back  to  the  light  of  day  after 
her  sojourn  in  Hades,  or  as  restoring  her  to  her  infernal  spouse  at 
the  end  of  the  period  which  she  was  allowed  to  spend  with  the  Gods 
above.* 

6.  Apollo,  LetOy  and  Artemis^  (at  Megara). 

7.  LetOy  ApollOy  and  Artemis^  (at  Mantineia). 

8.  Apollo  and  Poseidon,  Probably  from  Athens  ;  but  in  the  time 
of  Pliny  ®  they  formed  part  of  the  rich  collection  of  Asinius  Pollio. 

9.  Dionysus  with  Staphylus''  and  Methi^  (in  bronze,  at  Rome'). 
This  group,  which  no  doubt  came  from  Athens,  contained  the  statue 
of  the  famous  Satyr  (Staphylus),  which  the  Greeks  called  irepi/Sorjro^ 
(famous).*®  Of  this  new  type,  from  which  all  bestial  grossness  is 
purged  away,  we  have  several  copies,  of  which  we  shall  speak  here- 
after. 

ID.  Mcmads  {Thyiads),  Caryatides ,  and  Sileni  (in  Rome,"  but 
originally  in  Athens).  The  Maenads  and  Thyiads  denote  respectively 
the  Attic  and  Laconian  female  attendants  of  Dionysus.  'Sileni'  is 
used  here  of  Satyrs  in  general,  both  old  and  young.  The  whole 
Thiasos  {R?icch\c  rout)  is  here  represented  indulging  in  frenzied  revelry 
under  the  inspiration  of  the  God.*^  '  By  thy  art,  O  Praxiteles,*  says 
the  epigram,  *  the  very  stone  learns  to  revel  wildly,  and  old  age  is  no 
longer  feeble.'  '* 

II.  Danae,  Nymphs ,  and  Pan.     A  group  highly  praised  in  two 


»  Urlichs,  Obs.  de  Arte  Praxitelis.  »  Ibid.  viii.  9.  i. 

«  Plin.  N,  IL  xxxvi.  23.  •  N,  H,  xxxvi.  23. 

•  Compare  a  similar  group  on  a  vase  from  '  Name  of  a  satyr,  from  ffro^wAij,  a  bunch 
Southern  Italy  belonging  to  Mr.  Hope.  Dr.  of  grapes. 

G.  Loeschke  {Arch,  Zeit.  ii.  Heft.  1880,  p.  ■  Mc(h|,  ])ersonified  intoxication. 

I02)  maintains  that  the  Catagusa  was  a  dis-  •  Plin.  N.  H,  xxxiv.  69. 

tinct  statue  (like  the  Pselioumene  and  Ste-  "  Jbid, 

phatuntsa,    vide    infra)^    and     may     have  "  Plin.  N,  //.  xxxvi.  23.     Urlichs,  Obs, 

represented  a  spinning  ^ir/f  like  that  in  the  de  Arte  Prax.  p.  14. 

Glyptothek  (No.  314)  at  Munich.  »''  Conf.  Eurip.  Bac,  v.  380. 

*  Pausan.  i.  44.  2.  "  Anthol.  Gr,  ii.  251.  2. 
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epigrams.'  'It  is  difficult  to  account  for  the  association  of  Danae  with 
Pan  and  the  Nymphs. 

12.  T/te  TfiespiadcB,  A  group  of  five  Thespian  maidens,^  in  bronze, 
brought  by  Mummius  from  Greece,  and  set  up  before  the  Temple 
of  Felicity.*  Varro^  relates  that  a  Roman  knight,  Junius  Pisciculus, 
became  enamoured  of  one  of  these  figures  and  slew  himself  in  despair. 
Lucullus  borrowed  them  to  adorn  his  triumph,  and  by  consecrating 
them  in  the  Temple  of  Felicity  rendered  it  impossible  to  the  lender 
to  recover  them.'* 

13.  Agathodaimon  and  Agathe  Tyclie  (Success  and  Good  Fortune), 
brought  from  Athens,  where  it  stood  near  the  Prytaneion,  and  placed 
on  the  Capitol  at  Rome.  ^Elian  relates  the  same  strange  story  of 
insane  love  and  suicide  in  connexion  with  the  figure  of  Agathe  Tyche, 
as  we  have  noticed  above.® 

14.  Hera  Teleia  (Juno  Pronuba').  A  colossal  temple-statue  in 
the  Temple  of  the  Goddess  at  Plataeai.  She  is  represented  standing, 
and  some  writers  conjecture  that  we  have  a  copy  of  this  work  in  the 
beautiful  and  well-known  colossal  figure  called  the  Juno  Barberini 
in  the  Rotonda  of  the  Vatican.* 

15.  Rhea,  At  the  entrance  of  the  same  Temple  of  Herd  stood 
a  statue  of  Rhea  bringing  a  stone  in  swaddling  clothes  to  Cronos 
(Saturn).^ 

16.  Leto,  A  temple-statue  at  Argos,  by  the  side  of  which  stood  an 
image  of  Chlorisy  whom  the  Argives  regarded  as  the  youngest  daughter 
(Meliboea)  of  Niobe,  who  was  saved  from  the  massacre  by  Leto,  and 
was  surnamed  Chloris  because  she  Xmxvk^A  pale  greeji  with  terror.*** 

17.  Artemis  Brauronia}^  A  temple-statue  on  the  Acropolis  at 
Athens.  When  Iphigeneia  and  Orestes  returned  from  Tauris  (Crimea), 


»  AnthoL  Gr.  iii.  91.  4,  and  iv.  186.  315.  «  Overbeck,    Gesch,    d,    Plastik^   ii.    29. 

*  Ibid,  ii.  114.   70.     Benndorf,  de  Anlhol,  Bursian  {Alli^em,  Encyd.  i.  82,  p.  457,  note 
Gr,  p.  67.  91)  thinks  that  we   have  the  head  of  this 

*  Plin.  N,  H,  xxxiv.  69.     Cic.  in   Verr.  statue  on  a  coin   of    Platseoe  given   in   O. 
iv.  2.  4.  Miiller's  Detikm,  d.  a,  K,  i.  134. 

*  apud  Plin.  A^.  H.  xxxvi.  39.  "  Pausan.   ix.  2.  5.     Both   Hera  Teleia 

*  Dio  Cass.  Jragm,  76  (vol.  i.  p.  81,  ed.  and  Rhea  are  attributed  to  the  grandfather 
Becker).  of  Praxiteles  by  W.  Klein  {op,  cit.), 

*  Claud.  iElian.  Var,  Hist,  ix.  39.  "  Pausan.  ii.  21.  8. 
'  Pausan.  ix.  2.  7.  "  Ibid.  i.  23.  7. 
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they  brought  with  them  the  image  of  a  local  goddess  of  Tauris,  whom 
the  Greeks  identified  with  their  Artemis.  As  they  landed  with  it  at 
BrauroHy  on  the  eastern  coast  of  Attica,  it  took  its  name  from  that 
village,  which  was  the  scene  of  very  curious  rites.'  Friederichs  is 
inclined,  without  much  reason,  to  see  a  copy  of  this  work  in  the 
Artemis  Colonna^  at  Berlin. 

1 8.  Artemis  in  Anticyra  (in  Phocis).  Represented  with  a  torch 
in  her  right  hand,  a  quiver  on  her  shoulders,  and  a  dog  by  her 
side.  Pretonius'  is  supposed  to  refer  to  this  statue  in  the  words 
*  Et  osculum  quale  Praxiteles  habere  Dianam  credidit '  (a  little  mouth, 
such  as  Praxiteles  supposed  Diana  to  have). 

19.  Tyche  (Fortune),  a  temple-statue  in  the  sanctuary  of  the 
Goddess  which  stood  near  the  Temple  of  Aphrodite  at  Megara.* 

20.  Trop/to?iiuSy  a  temple-statue  in  Lebadeia,  which,  according  to 
Pausanias,  resembled  Asklepios.*  Erginus,  the  aged  King  of  Orcho- 
menos,  married  a  young  woman,  in  obedience  to  an  oracle,  and 
had  two  sons,  Trophonius  and  Agamedes,  though  Trophonius  was 
said  to  be  the  son  of  Apollo.  On  arriving  at  man*s  estate  they 
distinguished  themselves  as  architects,  and  built  a  Temple  of  Apollo 
at  Delphi,  and  a  Treasury  for  Hyrieus,  in  which  latter  building  they 
secured  an  unseen  entrance,  and  used  it  for  the  purpose  of  carrying  off 
treasure  from  time  to  time.  The  theft  was  discovered,  but  Trophonius 
escaped  by  sacrificing  his  brother.  He  was  subsequently  swallowed 
by  the  earth  in  the  grove  of  Lebadeia  (in  Bceotia),  was  worshipped 
as  a  God.  He  had  an  oracle  in  a  cave,  which  enjoyed  great  celebrity, 
and  was  consulted  by  Croesus  when  he  grew  apprehensive  of  the  grow- 
ing power  of  the  Persians.^ 

21.  Apollo  Sauroctonos  (the  Lizard-slayer),  a  statue  in  bronze, 
representing  a  youthful  Apollo  with  an  arrow  in  his  hand,  watching  a 
lizard  as  it  creeps  up  the  trunk  of  a  tree.'  There  is  no  doubt  that  we 
have  two  copies  of  this  charming  work ;  viz.  the  small  bronze  figure 


»  Suidas,  s.v,  ^ApKros.      O.  Miiller,  Do-  300;  Aristoj  h.  A'u^s,  502. 

rt'anSf  ii.  9.  3.  '  Plin.  A.  H,  xxxiv.  70.     The  epigram  of 

*  ProAii,  und die  Nioteginfftf  p.  103.  Martial  (xiv.  172)  appears  to  apply  to  this 

*  Sat)  r.  c.  126.  statue  : — 

*  Pausan.  i.  43    6.               »  ix.  39.  4.  Ad  te  reptami.  pucr  Jnvdiose,  lacerta 
"  Jbid,  .  Conf.  Herod.  1.  46;    Lunp.  Ion,  Parce  :  cnjii  digiiis  ilia  penre  luis. 
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in  the  Villa  Albaniy  and  the  more  generally  known  replica  in  marble 
(fig.  1 89),  in  the  Galleria  delle  Statue  of  the  Vatican  (No.  264).  The  con- 
nexion between  the  Sun-god  and  the  lizard  is  not  very  apparent,  except 
that  this  animal  generally  seeks  the  sunshine.  It  has  been  supposed, 
indeed,  that  the  lizard  was  introduced  as  a  symbol  of  the  prophetic 
power  of  the  God.*  But  the  whole  air  and  character  of  the  work  is 
opposed  to  such  an  interpretation.  Apollo,  if  it  be  Apollo,  is  here 
represented,  not  in  his  graver  and  more  dignified  aspect,  as  the  divine 

Fig.  189. 


APOLLO  SAUROCTONOS. 


THE  APOLLINO. 


Prophet,  the  Inspirer  of  oracles,  but  as  the  playful  Ephebos,  half  hiding 
behind  a  tree,  and  trying  his  skill  in  transfixing  the  nimble  animal  by  a 
rapid  thrust.  We  are  told  that  the  same  game  is  still  played  by  boys 
in  Italy.  It  may  seem  singular  that  a  Greek  artist  should  have  chosen 
a  deity  for  so  trivial  and  playful  an  occupation,  but  this  is  only  another 
instance  of  the  familiarity  with  which  the  once  dread  forms  of  the 
Gods  were  treated  by  the  younger  Attic  school.     The  marble  copy  in 


*  Welcker,  Acad.  Kunstmus.  %u  Bantt,  p.  71. 

F  F 


Feuerbach,  Vatuan.  Apolio,  226. 
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the  Vatican,  which  is  of  life-size,  and  certainly  the  most  beautiful  of 
the  many  repetitions  of  the  work,  is  well  calculated  to  give  us  an  idea 
of  the  ineffable  grace  of  Praxitelean  art.  The  God  is  represented  in 
the  newly  budding  flower  of  youth,  leaning  with  easy  indolent  grace 
against  a  tree,  and  seeking,  boylike,  for  some  easy  pastime  in  his 
idle  mood.  The  design,  too,  is  interesting  in  the  history  of  art,  as  an 
early,  perhaps  the  earliest,  instance  of  the  genre  style,  which  subse- 
quently becomes  so  popular.* 

22.  Apollino  (fig.  190).  Of  a  cognate  style  and  character  is  the 
beautiful  and  well-known  figure  in  the  Tribune  at  Florence,  appro- 
priately named  Apollino,  for  it  is  the  idle,  careless,  dreaming  God,  the 
offspring  of  poetic  fancy  rather  than  of  genuine  faith.  This  figure 
illustrates  what  we  said  above  of  the  effect  of  placing  the  hand  on 
the  head  to  denote  rest  from  exertion,  which  is  here  combined  with 
the  resting  of  the  elbow  on  the  tree,  by  which  the  beautiful  undulating 
flow  is  given  to  the  lines  of  the  graceful  form. 

23.  DionysuSy  in  the  Temple  of  the  God  at  Elis,  near  the  old 
Theatre,  between  the  Agora  and  the  Temple  of  Mene  (Moon).  Per- 
haps the  same  as  the  statue  of  the  God  described  by  Callistratus*  as 
the  work  of  Praxiteles,  without  any  further  indication  of  the  place 
where  it  stood  than  that  it  was  in  a  grove. 

.  The  Dionysus  of  the  younger  Attic  school  is  so  greatly  modified 
from  the  old  type  as  to  be  almost  a  new  creation.  And  the  reason  of 
the  change  is  evident.  The  grand  old  faith  of  the  early  Greeks,  which 
approached  very  nearly  to  Monotheism,  had  given  place  to  Polytheism 
in  the  fullest  sense  of  the  term,  which  filled  every  part  of  nature  and 
human  life  with  a  motley  crowd  of  minor  deities.  Many  of  these  are 
embodiments  of  the  operations  and  enjoyments  of  rural  life,  and  of 
the  emotions  excited  by  the  contemplation  of  the  features  of  the 
physical  world — the  grove,  the  vineyard,  the  cornfield,  and  the 
stream.  We  are  surprised  to  find  so  few  indications  of  what  we 
call  the  love  of  nature  in  the  literature  of  the  Greeks.'    They  knew 


•  For  representations  of  the  same  subject  ■  ^c^xW^x  {Ueber  du  nothtvendigen  Grenxcn 

on  gems  vid.  Millin,  PUrres  gravies^  pi.  5  ;  htim  Gebrcutch  schoner  Formen)  remarks  that 

and  O.  Miiller,  Denkni.  d,  a,  K.  147^.  the  Greek    *did   not    love  external   nature 

■^  Stat,  8.  as   we  do ;   his    impatient    fancy    led    him 
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but  little  of  that  'mingling  of  the  soul  with  nature'  which  seems 
almost  peculiar  to  our  own  age  and  race.  All  such  feelings  took  in 
them  a  definite  and  plastic  form,  and  lived  before  their  eyes  as  the 
presiding  deities  of  the  all-supporting  Corn—the  joy-giving  Wine— 
the  restless,  smiling,  frowning  Ocean  — the  daedal  meadow— -as  Deme- 
ter,  Dionysus,  Flora,  the  Satyrs,  Sileni,  Nymphs,  and  Nereids. 

Nothing  brings  more  clearly  before  us  the  change  of  style  which 
had  taken  place  between  the  age  of  Pheidias  and  the  age  of  Praxi- 
teles than  a  comparison  between  the  types  of  Dionysus  in  the  two 
periods.  Originally  a  mere  phallic  Herma,  or  even  mask,^  the  God 
of  Wine  gradually  assumed  in  art  the  grand  and  stately  form 
of  the  old  Dionysus.  The  well-known  characteristics  of  this  type, 
such  as  we  see  him  in  the  so-called 
*  Sardanapalus '   in    the  Vatican  (Sala  '    ^'" 

di  Biga),  and  in  a  still  finer  example 
in  the  British  Museum,  and  in  the 
'  Visit  of  Dionysus  to  Icarius*  (fig. 
191)  (Brit.  Mus.  and  elsewhere),  are 
the  thick,  redundant  locks  of  hair, 
the  soft,  flowing  beard,  the  full,  good- 
humoured,  cheerful   face,  the  oriental, 

_        .  1  /.     ,  ,      ,  DIONYSUS   AND   ICARIUS. 

eneminate  style  of  dress,  and  the  car- 

chesion  (wine-cup)  in  one  hand,  and  a  bunch  of  grapes  in  the  other. 

The  Dionysus  of  Praxiteles  is  a  beardless  youth,  the  soft,  rounded 
surfaces  of  whose  tender  form  melt  imperceptibly  into  one  another  in 
lines  unbroken  by  the  prominence  of  bone  or  muscle,  and  reveal  the 
luxurious  and  half-feminine  nature  attributed  to  the  God.^     The  head 


away  over  it  to   the  drama  of  human  life.  venture  outside  the  gates.*    Socrates :  *  Very 

Only  the  living  and  free— only  characters,  true,  my  good  friend ;  and  I  hope  that  you 

actions,  fates,  and  manners— satisfied  him.  will  excuse  me  when  you  hear  the  reason, 

The  want  of  nature  in  our  life  and  circum-  which  is  that  I  am  a  lover  of  knowledge, 

stances  makes  us  fly  to  Aature  for  relief^  and  the  men  who  dwell  in  the  city  are  my 

There  is  a  passage  in  the  Phadrus  of  Plato  teachers,  and  not  the  trees  in  the  country  * 

which  bears  upon  this  point.   Phsedrus  says  to  (Jowelt's  Translation). 

Socrates,  *  I  always  wonder  at  you,  O  Socrates,  *  O.  Miiller,  H,  d,  a,  K.  p.  506. 

for  when  you  are  in  the  country  (this  was  '  Visconti,   vifi.    234.      Lus.    in    Friap. 

only  a  mile  or  two  from  Athens !)  you  really  xxxvi.   v.  3  :    *  Trahitque   Bacchus   virginis 

are  a  stranger  who  is  being  led  about  by  a  lener  formam.  *   Orpheus,  Hymn,  Mises^  v. 

guide.  ...   I  rather  think  that  you  never  4 :  ^'Apptva  koI  drjkw  9i<pvfi. 
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is  adorned  with  the  mitra  (the  Phrygian  cap  of  cloth)  and  a  garland 
of  vine-leaves  or  ivy,  from  beneath  which  the  hair  flows  down  in  long 
ringlets  like  that  of  a  woman.*  The  tender  body  is  mostly  nude,  or 
partially  covered  by  the  nebris  (fawn's  skin)  ;  on  the  feet  are  high  and 
richly  ornamented  shoes —the  Dionysian  cothurni.  As  a  sceptre,  the 
God  carries  in  his  hand  the  thyrsus  (narthex*),  a  light  staff  entwined 
with  ivy,  with  the  pine  cone  on  its  top.^  The  Dionysus  of  the  younger 
school  is  seldom  represented  enthroned,  as  in  earlier  art,  but  either 
indolently  leaning  against  a  tree  or  on  a  favourite  Satyr,  or  lying 
down.  But  the  difference  between  the  earlier  and  later  type  of 
Dionysus  is  still  more  strikingly  marked  in  the  features  and  expres- 
sion of  the  face.  The  older  God  is  at  once  dignified  and  jovial,  and 
above  all  contented  and  self-sufficing.  The  expression  on  the  face  of 
the  Praxitelean  Dionysus,  as  we  have  said,  is  one  of  vague  longing  ; 
and  the  fire  of  the  eyes,  in  which  all  the  possibilities  of  Bacchanalian 
frenzy  lurk,  is  shrouded  beneath  a  veil  of  melancholy.^ 

Although  of  later  date,  we  may  refer  here  to  the  beautiful  bust  of 
Dionysus  in  the  Capitoline  Museum,  so  soft  and  feminine  in  form  and 
expression  that  it  long  passed  unchallenged  under  the  name  of 
Ariadne.  The  lovely  head  has  lost  much  of  its  beauty  from  being 
deprived  of  the  luxuriant  hair  which  once  shaded  the  face.  It  is  of 
the  true  Praxitelean  type,  though  it  probably  belongs  to  the  Alexan- 
drine age,  which  delighted  in  blending  the  forms  and  features  of  the 
two  sexes. 

The  beautiful  Famesian  torso  of  Dionysus  at  Naples,  which  Meyer, 
a  friend  of  Gothe,  praised  as  '  a  noble  combination  of  the  grand 
with  the  soft  and  beautiful,'  and  the  famous  statue  of  the  God  at 
Madrid^  in  which  he  is  represented  as  leaning  idly  against  a  Herma 
of  the  bearded  Bacchus,  are  well  calculated  to  give  a  clear  idea  of  the 
Praxitelean  type. 

24.  Satyr,  In  the  street,  says  Pausanias,^  leading  from  the  Prytan- 


*  Eurip.  Bacch,  235 :—  See  the  Bust  of  Bacchus  atLeytUn  {Archaeol. 

(avBoliri  ^oirTfivxotvt¥,  wKoviikOK  KOfiriw  Zeit.  1 862,  p.  229;  ^OH,  d.  Inst.  ii.  41.  I; 

otMtfirof ,  o<r<roif  xap^rat 'A^po^t>>*«  CAW*"*  D<Hkm,  d,  a,  K.  ii.  34^). 

'  vip^\^  a  tall  umbelliferous  plant.  *  I  have  not  seen  the  original  statue,  but 

»  O.  Miillcr,  Handb.  d,  ArchaeoL  p.  595.       there  is  an  excellent  cast  of  it  at  Berlin. 

*  Callistr.  StaU  8:—  •  i.  20.  I. 

ili^A  hkiiv  wpl  5iavy«<  fiafticbr  Uftr. 
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cion—  called  Tripodes,  from  thenumber  of  tripods  set  up  in  it— there  was 
a  statue  of  a  Satyr,  of  which  Praxiteles  was  said  to  be  not  a  little  proud. 
When  Phryne  asked  him  which  was^  the  most  beautiful  of  his  works 
he  allowed  her  to  choose  one  of  them  as  a  gift,  but  would  not  tell  her 
which  of  them  seemed  to  him  the  best.  Phryne  therefore  ordered  her 
servant  to  go  hastily  to  Praxiteles  and  inform  him  that  the  greater 
number  of  his  statues  had  been  destroyed  by  fire,  but  not  all.  On 
hearing  this  Praxiteles  rushed  out  of  the  house,  crying  out  that  all  his 
labour  had  been  lost  if  the  flames  had  seized  his  Satyr  and  his  Eros. 
Phryne  then  wisely  chose  the  Eros,  and  dedicated  it  in  the  Temple  at 
Thespiae.* 

The  transforming  grace-giving  power  of  art  has  seldom  been  more 
strikingly  manifested  than  in  the  evolution  of  the  Satyr  of  Praxiteles 
— of  which  the  statue  in  the  Capitol  gives  us  an  idea— from  the  semi- 
bestial  *  idle  and  worthless  *  ^  race  who  followed  Dionysus  in  drunken 
revelry.  In  their  original  form  the  Satyrs  were  ignoble  both  in  form 
and  feature  ;  their  limbs,  though  strong,  were  without  fair  proportions, 
and  either  disfigured  by  coarse  sinews  or  by  the  soft  spongy  flesh  of 
the  habitual  drunkard ;  their  legs  were  covered  with  hair  and  they  were 
goat-footed ;  their  heads  were  partly  bald,  their  ears  wtre  pointed,  and 
hard  knots  protruded  from  their  neck  ;  while  a  tail  of  bristling  hair 
disgraced  their  backs.  Their  faces  were  rendered  preternaturally 
ugly  by  low,  mean  foreheads,  snub  noses,  and  a  lascivious  leer ;  so  that 
we  are  surprised  and  angry  that  they  seem  to  find  favour  with  the 
sprightly  and  charming  nymphs.  They  are,  however,  favourite  sub- 
jects of  art,  and  seem  chosen  by  the  Greeks  to  express  the  less  noble 
feelings,  and  the  coarser,  wilder  passions  of  our  human  nature,  which, 
whilfe  they  could  not  altogether  ignore,  they  shrank  from  incor- 
porating in  an  entirely  human  form.' 

In  the  Satyr  of  Praxiteles  all  that  is  coarse  and  ugly  in  form,  all 
that  is  meap  or  revolting  in  expression,  is  purged  away  by  the  fire 


*  Athen.  xiii.  p.  591.  And  all  the  way  their  merry  pip<s  they  sound 
«   llesiod,  Fragtn,  13.  2.                                          p»at  all  the  woods  with  surtlca  echo  ring, 

•  rw^i.                   t     •         r    TN*  1  Ai  d  With  their  homed  feet  doc  wear  the  eround 
«  The   merry  train   of  Dionysus  is    wel              Uapinglike  wanton  kids  in  merry  SpSif^ 


described  in  Spenser's  Fairy  Queen'. — 


Digitized  by 


Google 


438 


PRAXITELES, 


Fig.  192. 


of  genius.  Of  external  marks  of  his  lower  nature  nothing  is  left  but 
the  pointed  ears  and  tlu  arrangement  of  the  hair  over  the  forehead^ 
which  is  a  reminiscence  of  the  budding  horns  of  a  goat  His  identity- 
is  indeed  not  altogether  lost.  He  is  still  redolent  of  the  woods  and 
fields,  but  he  reminds  us  no  longer  of  the  rude  manners  and  unbridled 
passions  of  uncivilised  life,  but  of  the  more  peaceful  and  romantic 
enjoyments  of  the  country,  of  the  dolce  far  niente  in  the  shade  on 
summer  days,  of  the  music  of  the  groves,  the  shepherd's  pipe,  the 
rustic  maiden's  carol,  and  the  mysterious 
whisperings  of  the  breeze-stirred  leaves. 

The  best  of  the  copies  of  the  work  of  Praxi- 
teles, of  which  Winckelmann  knew  as  many 
as  thirty,  is  the  well-known  statue  in  the  Ca- 
pitol at  Rome  (fig.  192).  This  Satyr,  which 
some  regard  as  tlu  Periboetos^  is  represented  in 
virtual  nudity,  with  only  the  panther's  skin 
slung  loosely  across  his  chest.  In  type  he 
approaches  very  nearly  to  the  Dionysus  of 
the  younger  school,  and  to  the  Apollo  Sauroc- 
tonos,  although  there  is  just  the  difference 
which  separates  the  most  human  of  Gods  from 
the  most  refined  of  Satyrs.  The  Satyr  is  a 
satyr  still ;  *  idle  and  unfit  for  work '  or  war, 
incapable  of  any  greater  exertion  than  that 
of  strolling  in  the  woods  or  piping  to,  and 
dancing  with,  the  *  rosy-armed '  Nymphs  of 
the  wood  and  mountain. 
In  connexion  with  this  new  creation  of  Praxiteles,  archaeologists 
have  pointed  out  the  further  progress  which  it  shows  in  the  repre- 
sentation of  easy  negligence.  The  first  step  was  to  throw  the  weight 
of  the  body  on  one  leg,  and  to  leave  the  other  at  rest.  Here  we  see 
the  legs  still  further  relieved  of  the  burden  of  the  body,  by  giving  a 
support  to  the  elbow.  The  tree  on  which  the  Satyr  leans  not  only 
affords  the  necessary  support,  but  the  leaning  attitude  throws  his  form 
into  an  attitude  of  undulating  grace  than  which  nothing  can  be  more 
charming  to  the  eye. 


SATYR  AFTER   PRAXITELES. 
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Another  example  of  the  softening  power  of  the  new  style  of  the 
younger  Attic  school  is  the  beautiful  group  of 

Silenus  carrying  the  infant  Dionysus^  (fig.  193).  In  earlier  art 
Silenus  is  a  coarse  drunken,  amorous,  but  clever  old  beast.  Here 
both  figure  and  face  are  ennobled,  yet  not  so  as  to  destroy  his 
identity.  The  expression  with  which  he  regards  his  nurseling  is  ten- 
der and  pleasing.  Although  they  do  not  belong  to  this  period,  we 
may   refer   here   to   some   other   interesting   representations  of  the 

Fig.  193. 


SILENUS  WITH  THE  INFANT. 


FAUN    IN   THE  CAPITOL. 


Faun  and  Satyr  tribe.  The  most  remarkable  of  these  are  the 
celebrated  statue  called  the  Barberini  Faun  at  Munich,  one  of  the 
most  powerful  productions  of  the  realistic  post- Alexandrian  school, 
which  represents  a  youthful  Faun  of  a  coarse  type,  stretched  on  a 
rock,  sleeping  off  a  heavy  fit  of  drunkenness  ;  the  Dancing  Favn  of 
the  Villa    Borghcse  ^    at  Rome,  which  has  been  falsely  restored  by 


*  Silenus  is  referred  to  as  male  nurse  of 
Dionysos  in  Diod.  Sic.  iv.  14.  Conf. 
Orphic,  Hymn,  53.  I  ;  and  Lucian,  Pnr/at. 


sett  Bacchus,  ii.  511. 

'^  Vid.  Antiai,  d.  In  si.  xv.  p.  266  :  *I1  Fauno 
d.  Villa  Borghese.' 
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Thorwaldsen,  who  places  cymbals  in  his  hand,  whereas  he  was  no 
doubt  really  playing  on  the  double  flute.  The  effect  of  this  fine 
statue  is  rendered  in  the  highest  degree  comic  as  well  as  pleasing, 
by  an  affectation  of  dignity  and  solemnity,  which  is  an  utter  failure, 
and  contrasts  most  absurdly  with  his  ridiculous  figure  and  face;  the  Faun 
treading  tlie  Scabellum^  in  the  Tribune  at  Florence,  which  is  remarkable 
for  the  anatomical  knowledge  and  technical  skill  evinced  in  the  action 
of  the  raised  foot  on  the  high  wooden  shoe  (Kpowre^ay  KpoinraXa — 
scrupeda,  scabellum)  with  which  he  is  beating  time  ;  t/ie  Faun  of  red 
marble  {rosso  antico)  in  the  Capitol  (fig.  194),  found  with  other 
statues  of  coloured  stone  in  Hadrian's  Villa.  Some  thirty  other 
Fauns  may  be  seen  in  Rome. 
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CHAPTER   XXXVIL 

PRAXITELES 
(continued). 

25.    APHRODITE   OF   CNIDOS. 

afiaxos  yap  iinral^ti  Btos  *A<f}podiTa. 

Of  all  the  works  of  Greek  plastic  art  which  ancient  writers  have 
thought  worthy  of  especial  mention,  none,  except  perhaps  the  Zeus 
and  Parthenos  of  Pheidias,  excited  their  interest  and  admiration  in 
so  high  a  degree  as  the  Aphrodite  of  Cnidos,  In  speaking  of  this 
miracle  of  beauty,  the  wise  grow  foolish,  and  the  foolish  mad.  Pliny  * 
himself  makes  no  exception  :  *  Above  all  the  works  not  only  of 
Praxiteles,  but  in  the  whole  world,  is  the  Venus,  to  see  which  many 
men  made  the  voyage  to  Cnidos,  which  was  fashioned,  as  is  supposed, 
with  the  approbation  of  the  Goddess  herself     *  What,'  says  Cicero,'' 

*  do  you  suppose  the  Cnidians  would  have  suffered  rather  than  lose 
their  marble  Venus  ?'     *The  Paphian  Cytherea,'  runs  the  epigram,' 

*  went  through  the  waves  to  Cnidos,  desiring  to  behold  her  own  image, 
and  having  beheld  it,  "  Alas  !  alas  !"  she  cried,  "  where  did  Praxiteles 
behold  me  thus  ?  I  thought  only  three  persons — Paris,  Anchises,  and 
Adonis — had  done  so."  '  The  same  epigram  says  that  *  when  Pallas 
and  the  Consort  of  Zeus  had  seen  the  Cnidian  Aphrodite,  they  said 
"  We  were  wrong  to  blame  the  Phrygian  (Paris)."*  "Neither  did  Praxi- 
teles fashion  thee  nor  the  chisel,  but  thus  thou  stoodest  when  judged 
by  Paris."  *  *     As  another  proof  of  the  value  and  celebrity  of  this 


>  xxxvi.  20.  *  ///  Verrem^  60.  *  Anthol,  Gr.  i.  97.  8. 

■  AnthoL  Gr,  L  104.  9.  Conf.  iv.  168,  246.  *  Ibid,  i.  104.  10. 
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work,  we  are  told  that  Nicomedes,  King  of  Bithynia,  offered  to  buy  it 
of  the  Cnidians  by  paying  their  whole  national  debt,  which  was  very 
large ;  but  the  Cnidians  preferred  *  to  suffer  anything  *  rather  than 
give  up  their  treasure  ;  *  and  with  good  reason^  adds  Pliny,*  *  for  by 
that  statue  Praxiteles  made  Cnidos  famous.* 

In  this  great  work  the  art  of  the  period  and  of  Praxiteles,  its  fore- 
most representative,  appears  to  have  culminated.  It  expresses,  in  a 
degre^  which  no  other  statue  can  be  said  to  do,  the  spirit  of  the  New 
Attic  School,  and  it  could  not  have  been  created  either  in  the  pre- 
ceding or  following  period  of  Hellenic  art. 

Praxiteles  has  been  called  par  excellence  the  sculptor  of  women, 
and  it  required  the  great  social  changes  produced  by  the  Pelopon- 
nesian  War  to  make  him  so.  One  of  the  most  important  of  these 
changes  was  in  the  position  and  character  of  the  Athenian  women. 
The  picture  presented  to  us  by  the  poets  of  the  married  state  in  the 
heroic  age  includes  some  of  the  noblest  female  forms  which  we  can 
conceive  in  the  heathen  world,  occupying  a  position  of  dignity  and 
honour.  The  aristocratic  bearing  of  many  female  statues  proves  the 
reality  of  this  high  position  of  women  at  an  early  period,  and  these 
have  their  parallels  in  the  Calypsos  and  Circes  of  poetry.  A  great 
change  for  the  worse,  therefore,  and  one  for  which  it  is  difficult  to 
account,  must  have  taken  place  between  the  heroic  and  historic  ages. 
Solon  had  to  forbid  his  countrymen  to  sell  their  daughters  or  sisters 
into  slavery  ;  and  at  a  later  period,  when  art  was  making  its  greatest 
efforts,  the  women  of  Athens  lived  in  a  state  of  complete  subordination, 
and  in  almost  Oriental  seclusion.  *  The  best  woman,'  says  Thucydides, 
*  is  she  of  whom  least  is  said  ;  *  and  *  The  greatest  ornament  to  a  woman 
is,'  in  the  words  of  Sophocles,  *  silence.*  Xenophon  represents  Socrates 
asking  Nicomachus  about  his  domestic  affairs,  and  we  learn  that  his 
wife  was  fifteen  years  old  when  she  married.  Her  husband  explains 
her  duties  to  her,  which  are,  *  to  keep  indoors  ;  to  send  the  outdoor 
labourers  to  their  work  ;  to  superintend  the  indoor  servants  ;  to  dis- 
tribute what  is  brought  into  the  house ;  to  look  after  the  com  and 
wool.*    Demosthenes  (*  pro  Neaera  *)  says :  *  By  our  wives  we  become 


xxxvi.  21.    What  would  Mr.  Gladstone  say  to  a  similar  offer? 
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fathers  of  legitimate  children,  and  maintain  faithful  guardians  for  our 
houses ;  the  Hetairai  were  meant  to  promote  the  enjoyment  of  life.'  * 
Whether  single  or  married,  their  whole  lives  were  regelated  by  their 
male  relatives,  and  no  kind  of  attention  was  paid  to  their  mental 
education.  As  a  necessary  consequence  of  such  neglect  and  dishonour, 
the  female  citizens  of  Athens  were  in  all  respects  inferior  to  their  hus- 
bands. These,  finding  no  charm  in  the  society  of  their  wives  or  sisters, 
sought  refuge  in  the  company  of  young  women  called  Hetairai  (com- 
panions), for  the  most  part  aliens,  who  lived  a  free  life,  and  having  no 
fixed  duties  or  recognised  social  status,  sought  to  maintain  themselves 
in  the  favour  of  the  men  by  cultivating  every  personal  and  mental  gift. 
Many  of  them  attached  themselves  as  disciples  to  the  great  statesmen 
and  philosophers  of  Greece,  and  Aspasia  was  the  companion,  on  equal 
terms,  of  Pericles  and  Socrates.  Lastheneia,  the  Mantineian,  the 
disciple  of  Plato,  and  Leontion,  the  pupil  and  mistress  of  Epicurus, 
were  more  celebrated  for  their  abilities  and  literary  accomplishments 
than  for  their  beauty.^  No  doubt  the  vast  majority  of  these  women 
were  degraded  both  in  character  and  position,  as  we  learn  from  the 
pages  of  Lucian,  Plautus,  and  Terence ;  and  were  for  the  most  part 
slaves.  If  a  freebom  woman  adopted  the  same  mode  of  life  (and 
such  cases  were  very  rare),  she  lost  all  the  privileges  of  her  birth,  was 
compelled  to  change  her  name,  and  sank  into  the  class  of  aliens. 

The  Hetairai,  as  we  see,  were  not  unknown  even  in  the  best  period 
of  Greek  art,  but  their  influence  did  not  make  itself  widely  and  deeply 
felt  until  after  the  Pelbponnesian  War.  Such  a  scene  as  that  recorded 
by  Athenaeus,'  who  relates  that  Phryne,  letting  down  her  hair, 
descended  into  the  sea  before  all  the  Greeks  at  the  public  festival  at 
Eleusis,  would  have  been  impossible  at  any  earlier  period,  and  clearly 
shows  to  what  an  extent  the  worship  of  mere  beauty  had  lowered  the 
tone  of  the  national  morality. 

Of  this  new  Aphrodisian  cult  in  its  most  refined  and  intellectual 
phase,  Praxiteles  was  the  most  distinguished  Hierophant  He  has 
been  called  *  the  sentimental  adorer  of  the  Hetairai;'  and  if  we  accept 
this  designation   for  him,  we  must  remember  how  great  were  the 


*  See  an  excellent  article  on  this  subject  *  Diog.  Laert.  iii.  46 ;  iv.  2.     Athenseus, 

in  the  Quarterly  Review^  vol.  xxii.  p.  104.  xiii.  p.  588.  •  Athen.  xiii.  p.  590. 
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intellectual  endowments,  the  refinement,  and  the  elegance  of  many  who 
were  classed  under  this  name.  The  aim  of  Prnxiteles  was  the  delinea- 
tion of  the  most  perfect  beauty  and  grace  in  their  tenderest  and  most 
attractive  manifestations.  As  he  had  no  higher  aim  than  this,  he 
found  his  natural  field  of  observation  and  study  in  a  class  of  women 
who  were  chiefly  occupied  in  the  cultivation  of  personal  beauty  and 
of  those  arts  and  graces  which  recommended  them  to  the  favour  of 
the  other  sex.  We  are  not  surprised,  therefore,  when  we  read  that  it 
was  from  one  of  the  most  famous  of  these  Hetairai,  Phryne,  from 
whom  Apelles  drew  his  Venus  Anadyomene^  that  Praxiteles  moulded 
his  Cnidian  Aphrodite.' 

Pliny*  informs  us  that  Praxiteles  made  two  images  of  Venus, 
which  he  sold  at  the  same  time,  the  one  clothed  and  the  other  entirely 
nude.  They  were  first  offered  to  the  people  of  Cos,  who,  influenced 
by  religious  and  moral  scruples,' chose  the  former ;  while  the  Cnidians,* 
who,  in  spite  of  their  Dorian  descent,  were  more  *  advanced,*  bought  the 
latter,  which  attained  an  immeasurably  greater  fame.*  The  statue, 
which  was  of  Parian  marble,  stood  in  the  centre  of  a  small  temple 
in  a  grove  of  myrtle  and  other  trees.*^  It  was  approached  by  two 
paths,  so  that  the  figure  might  be  seen  from  different  sides ;  and  it 
was  equally  admired  from  both  points  of  view. 

We  have  seen  that  Praxiteles  was  not  the  first  who  dared  to 
represent  the  Goddess  nude,  and  even  now  a  sort  of  excuse  for  the 
daring  innovation  is  sought  in  the  situation,  which  is  that  of  preparing 
for  the  bath.  There  is  every  reason  to  believe  that  the  attitude  of  the 
Cnidian  Aphrodite  is  given  on  a  medal  struck  in  honour  of  Plautilla, 
the  wife  of  Caracalla^  (fig.  195).  There  is  another  medal,  struck  at 
Cnidos  in  the  same  reign,  in  which  the  Cnidian  Venus  is  represented 
in  company  with  Asklepios.^  The  action  of  the  Goddess  is  one 
which,  after  the  universal  practice  of  the  higher  Greek  art,  carries  the 


>  The  doubtful  *  honour '  has  been  claimed  an  island  by  digging  a  canal  only  five  stadia 

also  for  Cratina  (Clem.  Alexandr.  Protrept,  long  (Herod,  i.  174). 

53).                           *  ^V.  //.  XXX vi.  20-22.  *  *  immense  famae  diflerentid,' 

•  *  Severum  id  ac  pudicum  arbitrantes.*  •  Lucian,  Aniores^  c.  13. 

*  It  was,  perhaps,  their  devotion  to  '  Conf.  a  gem  in  Lippeit*s  Dakihyiiothek. 
Aphrodite  which  made  them  so  easy  a  prey  5Vn'/f.  i.part  i,n.8o.  Copied  inO.  Miiller's 
to  Harpagus,  and  so  incapable  of  finishing  D.  d.  a.  K,  146^. 

the  great  work  of  making  their  isthmus  into  "  Vid.  Visconti,  Mus.  Pio,  CL  i.  113. 


Digitized  by 


Google 


ANALYSIS  OF  THE  CNIDIAN  APHRODITE,  445 

thoughts  of  the  beholder  both  backwards  and  forwards.  The  last 
garment  is  just  laid  aside;  in  another  moment  the  beautiful  apparition 
will  be  lost  to  sight  beneath  the  cooling  wave.' 

The  principal  description  of  this  wonderful  work  is  contained  in 
Lucian,  to  whose  opinion,  as  that  of  a  man  of  cultivated  taste,  great 
importance  must  be  attached,  although  he  is  apt  to  be  rhapsodical. 
*  The  Goddess,'  he  says,  *  was  placed  in  the  midst  of  the  temple,  a 
most  beautiful  and  charming  image  of  Parian  marble,^  of  lofty  bearing, 
with  a  gentle  smile  which  just  reveals  the  teeth.  .  .  .  And  such 
was  the  demiurgic  power  of  art  that  the  ^^^ 

hard  and  stubborn   nature  of  the  stone  — 

looked  beautiful  in  every  limb.*  Lycinus 
in  Lucian,when  choosing  single  features 
from  different  statues  for  the  composi- 
tion of  his  pattern  beauty  Panthea,* 
sf)eaks  with  admiration  of  the  hair  of 
the  Cnidian  Aphrodite,  and  the  fore- 
head, and  the  pencilled  eyebrows  beau- 
tifully drawn,  and  *the  tender  moisture^ 
of  the  bright,  joyous,  and  pleasant  eyes.' 

The  term  l^pov  seems  here  to  denote         ^^autilla  as  aphrodite. 
the  peculiar  and  charming  expression  given  to  the  eye  by  the  unusual 
raising  of  the  lower  lid,  which  is  cliaracteristic  of  almost  all  t/ie  statues 
of  Venus, 

It  has  been  disputed,  with  a  warmth  becoming  the  subject  of 
controversy,  whether  the  Cnidian  Aphrodite  is  to  be  regarded  as  a 
purely  sensual  image  of  physical  beauty,  or  whether  it  was  ennobled 
by  an  expression  of  unconscious  innocence.*     According  to  Brunn, 


If- 


*  Ovid  describes  the  position  :—  (rvyapfi6<ras  filay  trot  tUSifa  hti9fi^v  rh  i^aip^- 

Ipsa  Venus  pubem,  quoties  velamina  ponit,  '»■<»»'  »«P'  ^icdffrris  fxotMra».      An  absurd  idea  ! 

Protegitur  Izva  semireducta  manu.  *  Llician,  Imagines^  6  :  Ka2  twk  6^Ba\fi&i' 

«  Lucian,  Am.   13  :   Tlapias  «>  \l9ov  doT-  *<  ^^  iyphp  &fia  ry  ipaiZp^  koX  KcxopMr^fy. 

9a\fxa  Kd\\nrro¥,  Conf.  Anacreon,  Od.  28  :— 

«  Lucian,  fmag^,  6.    The  statues  laid  under  ^j,  ^^  ^A.>,la  nJr  a\r,9mi 

contribution  were  the  Aphrodite  of  Alca-  airb  roO  wfi6%  noiriaov 

menes,  the  Sosandra  of  Calamis,  the  Lem-  «M«  T^*^*^f  •»*  *^^:** 

nian  Athene,  the  Amazon  leaning  on  a  spear,  «/i«  «  vy p  o  k  ««  KvBnpns. 

and  the  Cnidian  Aphrodite    of    Praxiteles.  *  Brunn,     K,-Ge5ck,     and     Friederichs, 

♦fpf  %)\   i^   kwaa&¥  ¥firi  roirwv  in  oTov  t«  PraxUeUs  und  die  Niobt-Gruppe, 
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n 


it   was  the   representation   of  a   purely  sensual  form,   'intended  to 

please  solely   by   its  personal   beauty.'     Others  see  in  it    'a  grand 

and  pure  ideal  in  striking  contrast  to  the  frivolous  and  sensual  Venus 

types  of  later  times/ '  and  reject  with  scorn  the  imputation  cast  on 

Praxiteles  of  pandering  to  the  lower  appetites  of  our  nature.     We 

cannot  altogether  coincide  with  either  of  these  views.     In  the  case 

before  us  it  is  evident  thdt  the  form  is  not  chosen  as  the  vehicle  of 

any  high  thought  or  interesting  action,  after  the  manner  of  Pheidias 

and  Polycleitus.     She   stands   before   the   mind's  eye  solely  as  the 

highest  representation  of  the  loveliness  of  woman,  without  any  higher 

attribute  of  mind  or  character,  and  incapable  of  inspiring  any  sublime 

or  heroic  sentiment    All  the  notices  and  descriptions  which  we  have 

of  her  point  in  the  same  direction.    The  epigram  says  that  she  was 

the  Paphian  Goddess  *  such  as  Ares  wished  her  to  be.'     Lucian  is 

never  tired   of  describing  the  paroxysms  of  passionate  admiration 

into   which   the   sight    of  her   threw   the   entranced   and   stupefied 

beholder.     A  youth  covered  the  walls  and  the  bark  of  soft  trees  with 

the  words  ^A(f>poSiTi]  koKij,  and  offered  at  the  shrine  of  the  Goddess 

pall  the  beautiful  things  he  possessed.* 

On  the  other  hand,  it  would  be  unjust  to  Praxiteles,  and  contrary 

to  the  spirit  of  the  period  in  which  he  lived,  to  class  his  works  with 

the  productions  of  a  later  age,  or  with  such  abominations  as  the  Venus 

Kallipygos^X  Naples.  The  Venus  of  Praxiteles  is  at  any  rate  free  from, 

and  unconscious  of,  the  passion  she  excites.     His  aim  was  not  a  very 

high  one,  but  he  represented  the  youthful  female  form  as  the  fairest 

flower  of  the  human  race,  in  its  ideal  perfection  such  as  Nature  herself 

had  never  framed ;  and  from  what  we  know  of  his  other  works  we  may 

feel  sure  that  he  would  not  mar  its  eternal  truth  and  beauty  by  any 

meretricious  gesture  or  expression.      We  may  allow  that  the  beauty 

of  Phryne  aided  him  in  his  work,  but  his  Goddess  was  no  Phryne. 

We  may  even  allow  that  his  chisel  was  guided  by  the  hand  of  love, 

but  certainly  not  to  the  detriment  of  his  work,  teste  Tennyson  : — 

*Tis  not  your  work  but  Love's,  Love  unpcrccived, 

A  more  ideal  artist  he  than  all, 

Came,  drew  your  pencil  from  you,  drew  those  eyes. 


*  Heltncr.  '  Lucian,  Anior, 
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We  have  probably  no  exact  copy  of  the  Aphrodite  of  Cnidos  ;  the 
statues  which  most  nearly  resemble  it  are  ^  tlie  Cnidian  Venus'  of  the 
Vatican,  which  has  been  disfigured  by  restored  drapery  ;  the  *  Venus  of 
Cnidos*  at  Munich  (fig.  196),  which,  though  a  Roman  work,  is  simple, 
pure,  and  graceful.^  The  '  Venus  de  Medici'  and  the  *  Capitoline 
VenuSy  of  which  we  shall  speak  below,  must  also  be  regarded  as 
modifications  of  the  same  original  type,  of  which  Praxiteles  was  pro- 
bably the  creator.  We  may  also  mention  here  the  Towneley  Venus 
in  the  British   Museum,  the  well-known  torso  at  ^i^   iq6 

Naples,  and  a  much  finer  torso  at  Berlin.  A  most 
beautiful  example  of  the  Praxitelean  manner  will 
be  found  in  a  bronze  statuette  of  Venus  in  the 
British  Museum.  The  Goddess  is  represented  with 
one  leg  raised,  and  we  may  suppose,  although  the 
arms  are  wanting,  that  she  is  in  the  act  of  bind- 
ing her  sandal.  It  is  a  work  of  great  purity 
and  beauty.  Mr.  Newton  speaks  with  very  high 
praise  of  a  bust  of  Aphrodite  at  Arles,^  which  in 
his  judgment  gives  a  good  idea  of  the  style  of 
Praxiteles. 

Other  statues  of  Aphrodite  by  Praxiteles 
mentioned  by  ancient  writers  are  the  Aphrodite 
of  Cos?  a  draped  figure,  praised  by  Cicero;* 
the  Aphrodite  of  Tliespice,  by  the  side  of  which 
stood  a  portrait  statue  of  Phryne  \^  the  Aphro- 
dite of  Alexandria  (in  Caria)  in  the  Temple  of  «thevenus  of  cnidos* 
Adonis  ;  and  an  Aphrodite  in  bronce,  which  was  ^'^  munich. 

taken  to  Rome  and  set  up  before  the  Temple  of  Felicity.  Pliny 
says,  somewhat  strangely,  that  it  was  *  equal  to  the  master's  marble 
figure  (the  Cnidian)  renowned  throughout  the  world.*  It  was  de- 
stroyed by  fire,  together  with  the  temple,  in  the  reign  of  Claudius. 

26.  Eros  in  Tliespice-    Eros,  as  an  independent  deity,  appears  some- 


'   *  The  water-lily  itself  is  not  chaster,*  says  '  Plin.  N,  H.  xxxvi.  20.       s 

Friedcrichs.  ^  Orat.  2.  5. 

*  There  is  a  good  cast  of  this  bust  in  the  *  Pausan.  ix.   27.  5.     Alciphron.    Epist, 

Slade  School  of  University  College,  London,  fragm,  3.     Steph.  Byzant.  v.  'AXeleb^Speia. 
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what  late  in  art,  and  even  Pheidias  is  not  known  to  have  executed  any 
statue  of  him,  although  he  appears  perhaps  in  the  Parthenon  frieze  in  at- 
tendance on  his  mother.  It  is  remarkable  that  no  mention  is  made  of 
him  in  either  Homer  or  ^Eschylus,  and  although  he  appears  in  the  Cos- 
mogony of  Hesiod  as  one  of  the  first  and  oldest  of  the  Gods,  it  is  only 
as  the  principle  of  union  among  the  discordant  elements  from  which  the 
universe  was  formed.  The  God  of  Love,  in  the  ordinary  acceptation 
of  the  word,  is  a  creation  of  the  later  poets,  and  the  full  and  complete 
embodiment  of  this  conception  in  sculpture  must  be  chiefly  attributed 
to  Praxiteles.  He  executed  a  statue  of  Eros ^  as  the  artistic  expression 
of  his  own  love  for  Phryne,  '  drawing  the  archetype  from  his  own 
heart,'  ^  and  we  have  seen  that  he  regarded  it  as  his  happiest  effort. 
Phryne,  having  gained  possession  of  it  by  the  stratagem  related  above, 
or  received  it  as  a  free  gift  of  love,  offered  it  in  the  Temple  at  Thespiae 
in  Boeotia,  where  it  stood  between  a  statue  of  Aphrodite  and  of  Phryne 
herself.^  The  celebrity  of  this  marvel  of  plastic  art  almost  equalled 
that  of  the  Cnidian  Aphrodite  herself  Cicero  uses  almost  exactly 
the  same  words  respecting  these  two  statues.  Thespiae,  he  says,  was 
visited  solely  for  the  sake  of  the  Eros  of  Praxiteles,  *  there  being  no 
other  reason  for  going  there.*^  Notwithstanding  its  formal  consecra- 
tion as  an  object  of  worship,  Caius  Caesar  (Caligula)  sacrilegiously 
removed  it  to  Rome.  It  was  restored  to  the  Thespians  by  Claudius, 
but  was  again  carried  off  to  Rome  by  Nero,  where  it  perished  in  a 
conflagration  in  the  reign  of  Titus.*  As  some  consolation  for  their 
irreparable  loss,  the  Thespians  set  up  a  copy  of  the  lost  Eros  of 
Praxiteles,  by  the  hand  of  the  Athenian  Menodorus. 

We  know  no  particulars  of  the  motif  of  this  statue.  We  are 
only  told  that  it  was  winged,  and  that  some  foolish  admirer, 
probably  an  emperor,  had  covered  its  pinions  with  gold, '  by  which,' 
says  the  Emperor  Julian,  '  the  accuracy  and  finish  of  the  work  were 
destroyed.'*     We  may  even  doubt  whether  he  was  represented  with 


»  AnthoU  Gr,  i.  75.  84:—  Alciphron.  Epist.  fragm,  3. 

H  UtV  «Aic«i'  ipx«Tviroi.  icpoaii,?.  '  <»  Verrem,  iv.  2.  4.    Conf.  Plin.  iV.  H, 


XXXVl.  22. 


^Anlhol.    Gr.   ii.    254.    .    (Planud.   iv.       *^"^,„'^„.  ;,.  ,y.  3. 

^''    ,  ,  ^         ^  *  Julian.  Imp.  Oral,  ii.  p.  54. 

*Ai^t  ft.'  {pwroc  'EpMra  fiftor^  $tov  inaa*  ^pvnTi 
Ilpaf  (TcAifc,  ittvBbw  icai  6*bv  tvp6fitvo%. 
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his  usual  attributes,  the  bow  and  quiver,  for,  according  to  the  epigram, 

*  he  infused  his  love  charms  not  by  his  arrows  but  his  eyes.* 

The  Eros  of  Praxiteles,  like  that  of  Scopas,  was  not  the  pert, 

mischievous,  and   merry   little   boy   of  later   art,  who   could   know 

nothing  of  the  passion  he  so  wantonly  inspired  ;  but  the  tender  youth, 

just  rising  into  manhood,  who  broods  over  the  new  sensations  which 

pervade   his   heart,  but  whose  timid   inexperience  and  self-distrust 

lead  him  to  pine  and  dream  rather  than  to  woo  or  seize  the  object  of 

his  affections. 

Fig,  197. 
The  exquisite  torso  of 

Eros  discovered  by  Gavin 
Hamilton  in  Ccntocelle, 
near  the  Via  Labicana, 
and  now  in  the  Vatican, 
may  help  us  to  realise  the 
conception  of  Praxiteles. 
We  have,  indeed,  no  ex- 
ternal grounds  for  assum- 
ing that  it  is  a  copy  of 
the  Thespian  statue.  Yet 
there  is  much  in  the  Vati- 
can  torso,  of  which  we  give 

the  head  (fig.  197),  which       /  / 

reminds  us   of  the   style      ' 

^  THE   EROS   OF  CENTOCELLK. 

of    Praxiteles  —  the    full 

rich  locks  of  the  hair,  the  dreamy  melancholy  inclination  of  the  head, 
and  the  glance  of  the  eye,  from  which  the  first  rays  of  love  seem  to 
break  through  a  cloud  of  sadness.  That  it  is  a  copy  of  some  great 
type  is  the  more  probable  because  the  inferiority  of  the  execution  to 
the  design  forbids  us  to  regard  it  as  an  original  work.  Traces  of 
wings  are  found  on  the  back,  and  attempts  have  been  made  to  restore 
it  by  the  aid  of  better  preserved  copies  in  the  Vatican,'  and  in  the 
Museum  at  Naples.     The  left  hand,  we  are  to  suppose,  held  a  bow. 


Caleria  de'  Candelabri,     Conf.  Gerhard,^/!/.  Bildwtrke,  193.  2.     Anthol,  Gr.  i.75.84 : 

ovKtr*  otaT«VMy,  oAA*  artvi^6fjit¥o^, 

G  G 
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and  the  right  hand  a  torch  which  Eros  is  in  the  act  of  lowering  on  to 
a  small  altar,  in  performance  of  his  functions  as  the  Genius  of  Death, 
The  design  is  familiar  to  us  in  the  reliefs  of  Roman  sarcophagi ;  and 
the  Centocelle  figure,  as  well  as  others  similar  to  it,  may  have  formed 
the  ornament  of  a  sepulchre.' 

Tlu  Neapolitan  statue,  just  mentioned,  is  also  a  single  figure,  but 
may  very  likely  have  formed  part  of  a  group,  like  the  corresponding 
one  in  the  Louvre,  where  Psyche  is  kneeling  by  his  side.     There  is  a 
p         g  pretty  statue  of  Eros  in  tlie   Villa  Borgftese  at 

Rome,  also  without  wings,  in  which  he  is  repre- 
sented in  cliains,  and  crying. 

The  very  beautiful  Eros  in  the  British  Mu^ 
seum,  discovered  by  Lord  Elgin  on  the  Acro- 
polis at  Athens,  is  without  wings,  and  can 
therefore  hardly  be  regarded  as  a  copy  of  any 
work  of  Praxiteles.  The  universally  popular 
group  in  which  Eros  is  embracing  and  kissing 
Psyclu,  though  purely  Greek  in  the  graceful  flow 
of  its  outlines  and  the  general  tenderness  and 
beauty  of  its  design,  is  of  inferior,  and  no  doubt 
Roman,  execution  (fig.  198). 

27.  Eros  at  Parion  (Propontis)  is  described 

by  Pliny'*  as  *  equal  in  celebrity  to  the  Cnidian 

Venus.'     He  speaks  of  it  as  a  nude  figure,  by 

which  he  means,  perhaps,  that  it  was  without  the 

EROS  AND  PSYCHE.         distinguishing  attributes  of  the  God  of  love — 

the  bow,  the  quiver,  and  the  torch.     Instead  of 

these  weapons  of  active  warfare,  he  held  in  one  hand  a  dolphin  and 

in  the  other  a  flower,  as  signs  of  his  universal  sway  over  sea  and 

land.'  ^ 

28.  Eros  (of  unknown  provenance),  in  bronze,winged,  and  bearing  a 
bow,  which  the  orator  Callistratus  reckons  among  the  ^sacred  works  of 
art,'*  and  extols  with  the  same  extravagant  and  turgid  eloquence  as 
the  Bacchante  of  Scopas  and  the  Dionysus  of  Praxiteles.     We  gather 


^  Friedr.  Baust.  p.  268.     *  Anthol,  iii.  133.  94 :  Ou  -yAp  tx^i  r6\o¥  kuX  irup6§yTa  /3^Ai|,  ic.t.X. 
*  -fV.  //.  xxxvi.  23.  *  Callistratus,  S/a/.  3. 
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thus  much  of  fact  from  his  high-flown  panegyric  that  the  god  was  re- 
presented standing  in  an  easy  attitude,  with  his  right  hand  on  his  head, 
like  the  Apollo  of  the  Gymnasia,  the  Barberini  Faun,  the  *  Ariadne,' 
and  some  statues  of  Bacchus.  In  speaking  of  Apollo,  Lucian  *  says, 
17  he^ia  Si  VTTSp  rrfs  Ke(f)a\rjs  avafcefcXaa-fiivrjf  &(nrep  ix  Kafidrov 
fuifcpov  avawavS/jLevov  SeiKwa-i  rov  deov.  The  hand  on  the  head 
is  common  in  sleepers,  and  may  have  been  an  invention  of  Praxiteles.^ 
He  wears  a  bright  smile  of  conscious  pride 
on  his  lips,  and  the  glance  of  his  eye  is  Fi<'"  i99- 

at  once  sweet  and  fiery.^  The  orator  tells 
us  that  '  as  he  gazed  at  this  beautiful  work 
he  could  believe  that  Daedalus  made  a 
choir  of  dancer^  in  actual  motion,  and  im- 
parted feeling  to  the  gold,  since  Praxiteles 
had  almost  inspired  the  image  of  his  Eros 
with  thought,  and  enabled  him  to  cut  the 
air  with  his  pinions.*  The  figure  of  Eros 
in  Dresden  (fig.  199)  would  probably  corre- 
spond very  closely  with  the  description  of 
Callistratus  but  for  the  false  restoration 
of  the  arms. 

29.  Diadjimenos  in  Athens.  Among  the 
very  few  figures  of  human  beings  by  Praxi- 
teles was  that  of  an  Ephebos,  binding  his 
hair,  not  with  a  victor's  wreath  (the  sinewy 

athlete  was  no  subject  for  Praxiteles)  but  statue  of  eros  at  Dresden. 
with  a  ribbon  to  keep  off  the  long  locks 

from  his  forehead.  All  that  we  know  of  this  statue,  too,  is  again 
derived  from  Callistratus,  who  describes  it  as  *  a  flower  of  youthful 
beauty,  in  whose  eyes  glow  mingled  desire  and  bashfulness,^  and 
whose  face  is  full  of  loving  grace.  Though  motionless,  he  seems  to 
possess  the  power  of  motion,  and  to  be  preparing  for  the  dance.* 


^  Anacharsisy  c.  7.    *  Friedr.  Niobt,  p.  21.       Siairy^^wv. 

■  Kalli;;tiratos,  Stat,  3:    iyavpovro   ik   ds  *  Callistratus,  Stat.  Ii:    ufifia  8i  //A*p«8«j 

y^KwrUf  ffi'rvp6y  ri  Kal  fitiKtxoif  ^{  6fifidro»p       ^falZol  aufifny4s. 
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CHAPTER   XXXVIII. 

OTHER    WORKS  OF  PRAXITELES, 

30.  Phrynr  at  ThespiaeJ  We  are  told  that  the  Cnidian  Aphrodite 
was  moulded  by  Praxiteles  after  the  model  of  Phryne.  But  no  mere 
portrait  statue  of  Phryne  could  have  moved  so  refined  and  critical  a 
race  as  the  Athenians  to  the  unbounded  admiration  which  his  work 
excited  ;  nor  would  they  have  received  it  as  an  adequate  represen- 
tation of  a  deity  in  whose  existence  they  still  believed,  if  it  had  not 
been  an  example  of — 

What  mind  can  make  when  Nature's  self  would  fail. 

We  could  have  no  better  proof  of  this  than  the  fact  that  Praxiteles 
dared  to  place  the  statue  of  Phryne  by  the  side  of  Aphrodite,  without 
any  fear  that  his  countrymen  would  fail  to  recognise  the  immeasur- 
able distance  between  a  portrait  and  an  ideal  statue,  between  a  lovely 
woman  and  the  Goddess  of  love. 

31.  Phryne  in  Delphi.  Praxiteles  made  another  statue  of  Phryne 
in  gilt  bronze^  which  she  herself  offered  at  Delphi.^  It  was  executed 
by  order  of  her  neighbours,  and  set  up  on  a  pillar  between  the  statues 
of  Archidamus,  King  of  the  Lacedaemonians,  and  of  Philip,  son  of 
Amyntas,  and  it  bore  the  inscription,  ^pijvr)  'EiriKXiov^  Sea-iri/crf} 

32.  T/ie  Weeping  Wife  and  the  Latightfig  Harlot.  Pliny*  mentions 
a  curious  group  by  Praxiteles,  *  expressing  the  different  feelings  of  a 
weeping  matron  and  a  laughing  harlot,'  and  says  that  the  latter  was 
supposed  to  be  Phryne  herself,  triumphing  over  her  legitimate  rival 
in  the  heart  of  the  artist  himself.     But   there   is  not  the  slightest 


'  Pausan.  ix.  27.   5.     Alcophron.  £j*ist,  "  Athen.  xiii.  p.  591. 

frag.  3.     Plut.  A  ma  for.  ix.  lO.  *  Plin.  N.  //.  xxxiv.  70. 

■■'  Pausan.  x.  15.  i. 


Digitized  by 


Google 


OTHER    WORKS  OF  PRAXITELES,  453 


reason  to  suspect  Praxiteles  of  the  bad  taste,  to  say  the  least,  of  thus 
parading  and  immortalising  his  own  intemperate  folly.  The  figures 
were  in  all  probability  intended  as  ornaments  of  the  theatre  in  which 
the  weeping  wife  and  laughing  harlot  were  frequent  subjects  of  repre- 
sentation.* 

33.  Pseliumeney  in  bronze.  This  word  occurs  in  Pliny,  as  denoting 
a  statue  of  Praxiteles,  to  which  Tatian  also  probably  refers  under  the 
corrupted  form  airCKovpAvov.  According  to  the  amended  readings 
— "^CKiovii^vov  (tl  yvvaiov)  and  ^eXiovfiivq — they  both  refer  to 
the  statue  of  a  woman  putting  a  bracelet  on  her  arm. 

34.  Charioteer,  *  The  kindliness  of  Praxiteles,  too,  has  its  image,* 
says  Pliny ,^  *  for  he  placed  a  charioteer  of  his  own  on  the  quadriga  of 
Calamis,  that  the  latter,  so  excellent  in  representing  horses,  might  not 
seem  to  have  failed  in  forming  a  man.'  It  is  well  known  that 
Miltiades  buried  the  horses  with  which  the  elder  Cimon  had  gained 
three  Olympian  victories  in  the  Ceramicus  at  Athens.'  Urlichs^ 
conjectures  with  great  probability  that  the  younger  Cimon,  the  great 
general,  set  up  the  chariot  by  Calamis  over  their  graves ;  and  that 
another  descendant,  perhaps  the  Miltiades  who  fought  with  Ephialtcs, 
ad  Memnonem  Persarum,  against  the  Persians,  ordered  the  charioteer 
of  Praxiteles  to  be  added  to  the  group.  It  is  doubtful  whether 
Calamis  had  made  a  charioteer  or  not. 

35.  Warrior  standing  by  his  Horse^  on  a  tomb  in  the  Ceramicus 
at  Athens,  probably  in  relief.*^  This  juxtaposition  of  two  of  the 
most  perfect  forms  in  nature  which  so  well  exhibits  the  different 
proportions  and  peculiar  beauties  of  each,  was  a  favourite  subject 
in  Greek  art.  It  is  used  with  the  greatest  effect  in  the  frieze  of  the 
Parthenon,  and  in  old  Attic  reliefs  of  the  best  period ^  an  example 
of  which  may  be  seen  in  the  Torlonia  collection  in  the  Lungara  at 
Rome   (fig.  200).      This   very   beautiful   and   singular   relief,   which 


*  Urlichs,  Obsefv,  de  Arte  Praxit,  p.  14.  slope  ofthe  Acropolis  at  Athens  of  ihe  second 

*  N.  H,  xxxiv.  71.  century  B.C.  with  the  inscription   ©ccJ^ji^oj 
■  i^Iian.  Nat.  Anim.  xii.  40.  ^Jp«s.     The   deceased  was  generally  repre- 

*  I.e.  sented   riding  with   a  lance   resting  on  his 

*  Especially  employed  on  tombs  of  deified  shoulder. 

heroes.     See  an  Attic  relief  on  the  southern  •  Pausan.  i.  2.  3. 
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presents  great  difficulties  to  the  interpreter,  is  said  to  have  been 
found  near  the  tomb  of  Cecilia  Metella  on  the  Appian  Way,  and 
must  have  belonged  to  some  Roman  connoisseur  of  Greek  art.  It  is  in 
the  peculiar  y?^/  style  of  Attic  relief  of  the  best  period.  It  represents 
the  deceased  youth  in  the  light  riding  mantle,  leading  his  horse  and 
followed  by  his  dog — the  favourite  companions  of  his  life  on  earth. 
Above  him  is  a  niche  which  contained  some  divine  figure,  and  on 
either  side  are  the  lower  limbs  of  a  god  and  goddess,  on  the  left  and 
right  side  respectively.  Immediately  in  front  of  the  horse  is  the 
Delphic  6fi(f>a\69,  on  the  left  side  of  which  stands  the  typical  figure  of 

Fig.  200. 


ATTIC   SEPULCHRAL   RELIEF. 


the  Offerer  of  the  avddrjfiaf  as  usual,  of  very  diminutive  size  and  care- 
lessly executed.'  There  is  also  a  newly  discovered  relief  at  Argos 
with  the  same  motif.  On  a  beautiful  vase  from  Southern  Italy  the 
youth  is  entirely  nude.^ 

Works  ifi  the  Ceramicus  at  Atliens?  Pliny  says  that  works  of  art 
by  the  hand  of  Praxiteles  existed  in  the  Ceramicus  at  Athens,  but 
he  gives  no  further  account  of  them.  It  is  supposed  by  some  writers  * 
that  these  are  referred  to  by  Pausanias,*  when  he  says  that  in  the 
Temple  of  Demeter  at  Athens  there  were  statues  of  the  Goddess 
herself,  and  her  daughter  (Cora),  and  lacchus  bearing  a  torch  ;  and 
*  that  it  was  written  on  the  wall  in  Attic  characters  that  they  were  the 


•  Conf.  Harpy  Mon,  p.  113,  fig.  44.  <  Brunn,  K.-G,  i.  p.  344 ;  and   Urlichs' 
-  Schnaase,  Gcs.  d,  bild,  Kiinste^  ii.  p.  287.       Christ.  Plin,  p.  380. 

*  Plin.  N.  II.  xvi.  20.  »  i.  2.  4.    Conf.  Clem.  Alex.  Protreptr.di, 
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work  of  Praxiteles/  This  conjecture  is  not  wanting  in  plausibility, 
but  as  it  is  unsupported  by  any  positive  evidence,  it  must  be  received 
with  caution. 

36.  The  Tyrannicides^  Harmodius  and  Aristogeiton,  In  another 
passage  Pliny  says  that  Praxiteles  made  a  bronze  group  of  the 
famous  Tyrannicides,  Harmodius  and  Aristogeiton,  *  which,'  he  adds, 
*  were  carried  off  by  Xerxes,'  and  restored  to  the  Athenians  by 
Alexander  the  Great*  This  is,  of  course,  an  egregious  anachronism, 
but  there  is  no  reason  to  doubt  that  Praxiteles  made  a  pair  of  bronze 
statues  of  these  favourite  heroes,  and  as  they  (or  at  any  rate  Aristo- 
geiton) were  buried  in  the  Ceramicus,*  it  is  not  improbable  that  their 
statues  stood  above  their  tombs.* 

37.  Hermes  with  the  infant  Dionysos,  We  have  hitherto  been  speak- 
ing of  the  works  of  Praxiteles  described,  or  merely  mentioned,  by  ancient 
authors,  and  of  the  more  or  less  certain  copies  of  such  works.  And 
we  have  been  able  even  from  these  to  form  a  tolerably  distinct  con- 
ception of  the  peculiarities  of  his  style,  and  of  the  general  characteristics 
of  the  art  of  the  younger  Attic  school  to  which  he  belonged.  We 
come  now,  in  the  last  place,  to  the  contemplation  of  that  almost 
unique  treasure  so  lately  won — an  undoubted  original  statue  from  the 
golden  age  of  Attic  art. 

The  brief  notice  of  this  work  in  Pausanias  has  become,  through 
the  discovery  of  the  statue  itself,  of  inestimable  value  ;  and  it  is  not  a 
little  remarkable  that  out  of  the  many  thousand  statues  which  adorned 
the  Altis  at  Olympia,  the  only  one  by  Praxiteles  mentioned  in 
ancient  literature  should  have  been  preserved. 

One  of  the  principal  temples  in  the  Altis  at  Olympia  was  the 
Heraion  (Temple  of  Juno),  in  which  Pausanias  saw  a  great  number 
of  statues  by  various  artists.  He  describes  them  in  the  beginning  of 
the  seventeenth  chapter  of  his  fifth  book,  adding  that  they  were  all 
of  gold  and  ivory.  *  In  after  times,'  he  goes  on  to  say,  'other  statues 
were  dedicated  in  the  Heraion  ;  viz.  a  Hermes,  of  marble,  carrying  the 
infant  DionysuSythe  work  (rsxprj)  of  Praxiteles^  ^  (fig.  201).    Hermes  is 


'  Plin.  N,  H.  xxxiv.  70.  ■  Uriichs,  De  Arte  Prax,  p.  10. 

*  Pausan.  i.  29.  15.  *  Pausan.  v.  17.  3. 
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here  represented  not,  as  elsewhere,  in  reliefs  and  gems,  merely  bearing 

the  young  god  to  Nysa  or  the  Nymphs,  but  himself  performing  the 

functions  of  guardian  and  male-nurse.     The  design  is  not  a  new  one. 

We  have  not  only  similar  examples  of  what  Brunn  humorously  calls 

the   *  nursery-maid    motif  I  as  the  '  Eirene  and  Plutus'  at  Munich,* 

the  Silefius  and  in/ant  Dionysus  in  the  Louvre,  and  the  Satyr  with 

the  child  in  the  Braccio  Nuovo  of  the  Vatican  ;  but  the  very  same 

Fig,  20I.  subject  was  treated,  as  we  have  seen 

above,  by  Cephisodotus,^  the  father  of 

Praxiteles. 

The  Doric  temple  recently  dis- 
covered by  the  German  excavators 
in  the  Olympian  Altis  at  the  foot  of 
Mount  Cronion  was  immediately  re- 
cognised as  the  Heraion  mentioned  by 
Pausanias  ;  and  this  opinion  was 
further  confirmed  by  the  subsequent 
discovery  of  the  terrace,  which  is  ex- 
pressly mentioned  by  him  as  lying  on 
•the  north  of  the  temple.  In  the  cella 
of  this  temple  the  statue  of  Hermes 
mentioned  by  Pausanias^  was  dis- 
covered on  May  7, 1877,  just  before  the 
close  of  the  season.  It  was  found 
imbedded  in  a  mass  of  potsherds, 
and  near  it  lay  a  square  blocks  which 
formed  the  lower  part  of  the  basis ; 
tlu    tree   covered   with    the   drapery ; 

HERMES   AND  DIONYSUS.  r     ^  ' 

the  left  forearm  of  Hermes,  and  part 
of  tlie  body  of  the  little  Dionysus  \  so  that  it  seems  never  to  have 
been  moved  from  the  spot  where  it  fell.*     At  the  time  of  this  im- 


*  Vide  supra^  p.  375.  G.  Treu,  Htrmcs  mil  dem  Dionysosknabeny 

«  Vide  p.  374.  Berlin,  1878. 

"  Pausan.  vi.    19.    i  :  "Eo-xi  \l9ov  wupiyou  *  The  foot  of  Hermes,  with  richly  oma- 

Kprjwls  iff  rp  "AArci  wphs  "KpKrov  tow  'Hpa(ou  mented  sandals,  was  subsequently  found  by 

KCLT^    v6rov   84   awriiT    to^^kci   r^   Kp6viov.  Prof.  Treu. 
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portant  discover)'  Dr.  Hirschfeld  was  the  scientific  chief  of  the 
operations  at  Olympia,  and  it  is  from  him  that  the  first  account  of  it 
proceeded.  From  some  cause  or  other,  probably  from  the  confusion  at- 
tending his  impending  departure  from  Olympia,  he  seems  to  have 
formed  a  very  inadequate  idea  of  the  value  of  his  discovery,  and  in  his 
first  report  claims  no  higher  origin  for  it  than  the  *  school  *  or  *  manner' 
of  Praxiteles,  in  which  sense  he  understood  riyin).  He  also  laid  great 
stress  on  the  want  of  finish  in  the  treatment  of  the  hair,  and  some 
parts  of  the  back  of  the  figure.  The  hasty  views  of  the  first  dis- 
coverer may  account  for  the  comparative  coolness  with  which  the 
announcement  of  one  of  the  most  important  events  in  the  history  of 
art  was  received  in  the  archaeological  world.  This  feeling  was 
changed  into  enthusiasm  as  soon  as  the  work  was  made  more  gene- 
rally known  by  photographs,  casts,  and  the  reports  of  the  present 
director  of  the  excavations  at  Olympia,  Professor  Treu,*  with  whom 
I  had  the  advantage  of  examining  the  Hermes,  and  to  whom  I 
am  indebted  for  many  of  the  following  details.  It  is  indeed  incon- 
ceivable that  any  one  who  has  been  fortunate  enough  to  see  this 
marvel  of  grace  and  beauty  could  for  one  moment  doubt  that  it  is  an 
original  work  of  Praxiteles,  and  one  of  the  happiest  efforts  of  human 
genius  and  skill. 

Tlu  Hermes  of  Praxiteles^  which  is  somewhat  above  life-size, 
brings  the  God  before  us  in  a  somewhat  unusual  character.  He  is 
not  here  the  swift  and  ever-ready  messenger  of  Zeus,  still  less  the 
stern  driver  of  the  dusky  herd  of  hapless  ghosts, 

Non  lenis  precibus  fata  recludere, 

but  a  charming  youth, 

Superis  Deorum 
Gratus  et  imis, 

in  the  very  springtide  of  his  beauty,*  engaged  in  a  task  which  makes 


»  See  his  treatise,  H€rm€5  mit  dem  Diony-  *»^*  *^?'  "Ew**«i5  xpv<ro^pair«  «w■*^^iA»,a*F 

sosknaf^m,  Berlin,   1878,  with  a  photograph  .        fcXT^/,T^^^^^^^ 

and  several  wood  engravings.  (i^hen  did  Hermes  of  the  golden  wand  meet  me  as 

*  Horn.  6><ft  X.   277   (Butcher  and  Lang's  I  approached  the  house,  in  the  likeness  of  a  young 

translation): man,  with  the  first  down  on  his  lip,  when  youth  is 

' '  most  graceful.) 
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the  grimmest  of  warriors  mild  and  gentle — that  of  attending  on  a 
little  child.  His  attitude  is  not  unlike  that  of  other  works  which  have 
been  traced  to  Praxiteles,  as  the  Apollo  Sauroctonos,  the  Satyr,  and 
the  ApolHno  in  the  Uffizi  at  Florence.  He  is  leaning  with  his  arm 
on  the  stump  of  a  tree,  a  new  motif  of  the  younger  Attic  school, 
which  gives  to  the  form  a  graceful  undulating  flow,  and  an  easy 
negligence.  His  whole  air  denotes  perfect  repose,  undisturbed  by 
thoughts  of  past  or  future ;  and  the  expression  on  his  beautiful  face 
as  he  looks  at  his  precious  nurseling  is  ineffably  sweet  and  sunny.* 
The  main  figure  in  the  group,  the  Hermes,  is  in  a  wonderful  state  of 
preservation.  Yet  we  cannot  but  deplore  the  loss  of  the  lower  part 
of  the  legs  from  the  knee,  and  still  more  that  of  the  right  forearm, 
which  is  so  important  to  the  full  understanding  of  the  artist's  mean- 
ing. Hermes  probably  held  a  bronze  sceptre  in  his  left  hand,  the 
fingers  of  which  are  broken  off",  as  if  what  they  held  had  been  forcibly 
torn  away.  The  position  of  the  upper  part  of  the  arm  hardly  allows 
of  the  supposition  that  his  right  hand  rested  on  his  head,  nor  can  we 
think,  with  Dr.  Hirschfeld,  that  it  held  a  branch  of  grapes,  at  which 
neither  Hermes  nor  Dionysus  can  be  looking.  Of  the  many  sugges- 
tions, we  are  inclined  to  adopt  that  of  Prof  Treu,  that  the  outstretched 
right  arm  was  supported  by  the  thyrsos,  which  would  afford  the 
needed  counterpoise  on  the  right  side  to  the  infant  Dionysus  and  the 
sceptre,  and  is  eminently  suited  to  the  guardian  of  the  Wine  God. 
The  short  hair,  which  is  separated  into  small  clusters,  was  encircled 
with  a  garland  of  the  wild  olive  {kotlvos),  for  the  reception  of  which 
there  is  a  circular  incision  round  the  head. 

On  the  first  discovery  of  this  group  nothing  was  found  of  the  little 
God  but  the  lower  limbs,  the  mantle  in  which  they  are  wrapped,  and 
a  fragment  of  the  little  hand  on  the  shoulder  of  Hermes.  Subse- 
quently the  upper  part  of  the  body^  the  heady  and  one  foot  have  been 
discovered.  The  easy,  self-reliant  repose  of  the  little  Dionysus 
reveals  the  conscious  deity  and  reminds  us — 

Insidat  quanius  .  .  .  Deus ! 
*  He  has  the  true  *  'Attik^i/  fi\4wos  *  of  Aristophanes. 
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The  beauty  of  the  design  is  equalled  by  the  perfection  of  the 
execution,  which  the  entirely  uninjured  surface  of  the  marble  enables 
us  to  follow  in  its  minutest  details.  The  more  closely  we  examine  it, 
the  more  deeply  are  we  moved  to  admiration  by  the  combination  of 
truth  and  beauty  in  the  moulding  of  the  forms.  The  myriad  risings 
and  depressions  of  the  surface  of  the  tender  and  elastic  skin,  which 
require  the  hand  as  well  as  the  eye  to  appreciate,  show  a  knowledge 
of  nature,  and  a  skill  in  reproducing  her  effects,  beyond  the  reach  of 
any  but  the  greatest  sculptors  of  the  highest  period  of  plastic  art 
*  When  we  compare  such  a  work,'  says  Prof  Treu,  *  with  the  piecework 
{Kopisten-mache)  of  a  copyist  like  the  Belvedere  Mercury  of  the  Vatican, 
we  might  undertake  to  prove  the  originality  of  every  inch  of  the 
Olympian  statue  from  a  mere  comparison  of  the  two  figures.'  * 

The  figure,  as  we  see,  is  in  heroic  nudity,  but  the  agreeable 
contrast  between  the  smooth  and  glossy  skin,  and  the  coarser  texture 
of  the  dress,  is  secured  by  the  chlamys,  which  he  has  thrown  loosely 
over  the  tree  on  which  he  rests,  as  if  to  leave  his  limbs  in  perfect  ease 
and  freedom. 

The  Hermes  at  Olympia  offers  many  points  of  comparison  and 
resemblance  with  the  Belvedere  Mercury  mentioned  above,  on  the  one 
hand,  and  the  Apoxyomenos  after  Lysippus,  on  the  other.  It  is  not 
so  broad  and  solid  as  the  former,  nor  so  long  and  slim  as  the  latter, 
but  forms  as  it  were  a  transition  from  the  canon  of  Polycleitus  to 
the  canon  of  Lysippus.  The  similarity  to  the  Belvedere  Hermes  is 
in  the  general  outline  and/^^^,  and  in  the  arched  hip  and  position  of 
the  legs ;  while  in  some  parts,  especially  the  neck  and  breast,  it  is 
wonderfully  like  the  Apoxyomenos.  The  beautiful  Meleager  of  the 
Vatican,  too,  has  been  referred  to  a  Praxitelean  original,  and  is 
certainly  related  in  style  to  the  younger  Attic  school. 

We  may  notice,  in  conclusion,  that  on  its  first  discovery  traces  of 
a  reddish-brown  colour  were  found  in  the  hair  of  Hermes  which  even 
now  shows  darkly  against  the  brilliant  surface  of  the  nude.  If  colour 
was  really  used,  we  shall  be  the  less  surprised  at  the  want  of  care  and 
finish  observable  in  the  treatment  of  the  hair. 


Treu,  l/ermesy  &^c,  p.  lo. 
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Characteristics  of  the  Style  of  Praxiteles. 

A  very  warm  controversy  has  been  carried  on  respecting  the  cha- 
racteristics of  the  style  of  Praxiteles  and  the  place  which  should  be 
assigned  to  him  in  the  Pantheon  of  artists.  Many  eminent  writers, 
and  amongst  them  Brunn,  regard  him  as  eminently  a  sensual  artist;  and 
he  is  often  spoken  of  with  contempt  as  *  the  sentimental  adorer  and 
sculptor  of  Hetairai.**  Respecting  the  majority  of  works,  the  design 
or  execution  of  which  is  ascribed  to  him,  the  imputation  of  sensu- 
ality cannot  be  maintained.  In  some  of  the  most  celebrated— the 
Hermes  and  Dionysus,  the  Apollo  Sauroctonos,  and  the  Eros — there 
is  everything  to  gratify,  and  nothing  to  offend  the  purest  taste  ;  and 
if  the  Niobe  group  or  the  Demeter  of  Cnidos  be  ascribed  to  him, 
our  estimate  of  him  will  be  high  indeed.  The  unfavourable  judg- 
ment of  his  character  then  must  be  founded  on  the  effect  which, 
according  to  writers  of  erotic  tendencies  like  Lucian,  and  turgid  rhe- 
toricians and  epigrammatists,  his  Cnidian  Aphrodite  produced  on 
the  beholder.  This  is  evidently  the  chief  reason  for  Brunn*s  dis- 
paraging estimate  of  his  genius  and  character.  The  weight  of  such 
testimony  may  easily  be  exaggerated.  *  To  the  impure  all  things 
are  impure.'     A  Comus  sees  nothing  in  *  the  Lady  *  but 

The  vermeil -tinctured  lip, 
Love-darting  eyes,  and  tresses  like  the  mom. 

The  *  angel's  face '  of  Una,  *  the  flower  of  faith  and  chastity,'  only 

roused   to   greater   violence   the   wild   passion  of  the   foul    Paynim 

Sansloi. 

Can  it  be  (asks  Angelo) 
That  modesty  may  more  betray  our  sense 
Than  woman's  lightness  ? 

The  insanity  of  Pisciculus,  the  suicide  of  the  Athenian  youth,  are 
proofs  of  the  beauty  but  not  of  the  sensuality  of  Praxiteles'  works  J. 
and  it  would  be  hard  indeed  if  we  must  exclude  from  the  range  of 


*  Stahr,  Torso^  p.  382.     Botticher  {AndeutungtH^  176)  says,  *  Hclarcnkreis  das  Kun&tgc- 
biet  des  Praxiteles.' 
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art  *  the  last  best  work  *  of  God,  because  base  natures  can  see  nothing 
in  the  most  ideal  form  of  loveliness  but  the  toy  of  passion. 

It  is  true,  indeed,  that  the  whole  spirit  and  tendency  of  his  works 
are  too  exclusively  dominated  and  determined  by  his  love  of  beauty. 
But  the  beauty  which  he  aimed  at  was  not  merely  corporeal  ;  it  was 
the  beauty  of  tender,  loving,  or  pathetic  emotions,  expressed  in 
graceful  forms  and  lovely  features.  He  must,  therefore,  be  classed 
among  ideal  artists,  because  he  did  not  rest  in  beauty  as  a  sufficient 
end  in  itself,  but  employed  it  for  the  representation  of  thought  and 
feeling.  As  a  lover  of  beauty,  and  artist  of  the  emotions,  he  naturally 
chose  the  female  form  as  the  principal  vehicle  for  the  expression  of 
his  ideas ;  and  even  the  majority  of  his  male  figures  have  something 
of  the  grace  and  delicacy  of  woman.  Now,  it  is  this  exclusive  attach- 
ment to  the  beautiful  which  forms  the  chief  difference  between  him 
and  Scopas,  and  confined  him  within  a  narrower  range  of  subjects. 
Scopas  delighted  in  the  expression  of  the  wildest  excitement  and 
passion,  while  Praxiteles  confined  hijnself  to  the  representation  of 
the  gentler  feelings  which  can  be  expressed  without  those  contor- 
tions of  limb  or  face  which  disturb  the  lines  of  perfect  beauty.*  In 
daring  flights  of  original  genius  he  could  not  follow  Scopas ;  but  in  the 
beauty,  grace,  and  tenderness,  in  the  exquisite  refinement  and  winning 
charm,  with  which  he  endows  the  creations  of  his  genius,  he  has  no 
equal. 

Kopof  3'  eyfft 

■*  Praxiteles  occasionally  makes  us  feel  the  xal  m'Ac  mi  to  T<pa>/ai9«'  'A^poSiVto. 

truth  of  Pindar's  words  :  —  (One  may  hare  too  much  even  of  honey  and  the 

pleasant  flowers  of  Aphrodite.) 
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CHAPTER   XXXIX. 

LEOCHARES  OF  ATHENS  {OL.  in,  B.C.  372),  AND 
OTHER  ARTISTS.' 

LEOCHARES  has  been  already  mentioned  as  one  of  the  rising  young 
artists  who  were  associated  with  Scopas  in  the  plastic  decoration  of  the 
Mausoleum.^  He  is  mentioned  by  Plato  (Pseudo- Plato)  in  his  epistles 
as  a  new  and  excellent  artist  of  whom  he  had  bought  an  Apollo  and 
other  works  for  the  tyrant  Dionysius.^  The  favourite  subjects  of  this 
artist  appear  to  have  been  chiefly  sublime  and  ideal,  for  we  find 
mention  of  no  less  than  three  statues  of  Zeus  by  his  hand,  in  which 
probably  the  form  of  the  great  king  of  Gods  and  men  was  remodelled 
in  accordance  with  the  ideas  of  the  modern  school.  One  of  these, 
which  Pliny*  describes  as  *ante  cuncta  laudabilem,'  was  removed  to 
Rome  and  placed  in  the  Capitol  under  the  name  of  Jupiter  Tonans. 

Another  was  set  up  in  the  Acropolis  at  Athens  by  the  side  of 
Zeus  Polieus,'  and  a  third  formed  part  of  the  group  of  Zeus  and  the 
Demos  of  PeirceeuSy  which  stood  behind  a  stoa  on  the  shore  of  the 
harbour  of  Peiraeeus.^ 

He  also  executed  three  statues  of  Apollo y  one  of  which  stood  in  the 
Ceramicus  at  Athens,  in  front  of  the  Temple  of  Apollo  Alexikakos,' 
in  which  was  a  temple-image  of  the  God  by  Calamis  ;  another,  t/ie 
Apollo  of  SyracuseyVfdiSSQnthom  AtliQns  to  the  tyrant  Dionysius;  and 
a  third,  Apollo  with  the  tania^  is  perhaps  that  to  which  Pausanias* 


>  We  have  no  direct  evidence  that  Leo-  *  Vide  sufra^  p.  402. 

chares  was  an  Athenian.     The  inscription  ■  Plato,  Ep.  xiii.  p.  361. 

on   the  Ganymede  group  at   Florence  has  *  N.  II.  xxxiv.  79.         »  Pausan.  i.  24.  4. 

l>ecn  shown  to  be   spurious  (Brunn,  K.-G.  *  Ibid.  i.  i.  3;  i.  3.  4 

385).  '  Plin.  N.  H.  xxxiv.  79.  •  i.  8.  4. 
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refers  as  *  Apollo  Anadumenos,'  standing  by  the  side  of  Heracles  and 
Theseus,  near  the  Temple  of  Ares  at  Athens. 

Leochares  also  made  the  statue  of  Ares  at  HalicarnassuSy  a  colossal 
acrolith^  which  stood  In  the  Acropolis  of  that  city.  By  some  it  was 
ascribed  to  Timotheus. 

But  the  most  celebrated  work  of  this  artist,  and  the  only  one  of 
which  we  have  any  certain  copies,  is  the  group  of  Ganymede  and  the 
Eagle  of  Zeus t  which  bears  testi-  y\g.  202. 

mony  at  once  to  the  extraordi- 
nary skill  with  which  the  artist 
dealt  with  a  most  difficult  subject, 
and  to  the  rapid  progress  of  that 
corruption  of  taste  to  which  the 
principles  and  tendencies  of  the 
new  Attic  school  inevitably  led.* 
In  speaking  of  this  remarkable 
group,  in  which  the  upward  flight 
of  the  mighty  bird  is  represented 
with  marvellous  power  and  skill, 
Pliny  ^  remarks  that  the  Eagle 
appears  *  sensible  of  what  he  was 
'  carrying,  and  to  w/w7n  he  was 
bearing  it,'  and  therefore  holds 
the  boy  tenderly  as  if  fearful  of 

injuring  him  with  his  claws  even  c.anymede  after  leochares. 

through  his  garment.    Martial  speaks  of  the  eagle's  *  timid  claws,' 
in  imitation  of  the  Greek  epigrams'  on  the  same  subject. 

We  have  many  undoubted  copies,  more  or  less  modified,  of  this 
group.  The  best  of  them  (in  the  Galleria  dei  Candelabri  at  the 
Vatican)  (fig.  202)  corresponds  most  nearly  with  the  descrip- 
tion of  Pliny,  which  represents  the  boy  as  wearing  a  garment.  The 
introduction  of  the  tree  under  which  the  young  shepherd  has  been 
resting   adds   greatly  to   the  effect  of  upward    motion.     The  eagle 


Lucian,  Dial,  Deor,  xx.  6.  «  N.  //.  xxxiv.  79. 

«  4>f(«fo  V  oT/xalai  (Cr.  Anihol  Hi.  82.  68). 
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is  bearing  his  prey  past  the  tree  from  which  he  had  descended ;  while 
the  dog  is  gazing  upwards,  and  howling  at  the  gradual  disappearance 
of  his  master.  The  drapery  is  gently  stirred,  and  the  closed  feet 
seem  to  lighten  the  burden,  and  facilitate  the  upward  movement 

Hinaufl  hinauf!  strebt's ! 
Es  schweben  die  Wolken 
Abwarts.* 

There  is  another  class  of  copies,  probably  of  a  later  date,  and  cer- 
tainly of  inferior  conception,  represented  by  tJie  Venetian  group,  in 
which  the  eagle  is  no  other  than  Zeus  himself.* 

The  Family  of  Alexander  t/ie  Great,  In  the  N.W.  of  the  Altis 
at  Olympia,  between  the  Heraion  and  the  Gymnasium,  stood  a  cir- 
cular building  of  brick,  surrounded  by  pillars,  called  the  Philippeion, 
the  foundations  of  which,  thanks  to  the  German  excavators,  may  now 
be  clearly  seen.  It  was  erected  in  honour  of  the  Macedonian  victory 
at  Chaeroneia'  (Ol.  no.  3,  B.c  338).  Athenian  artists,  we  see,  were 
not  unwilling  to  adorn  by  their  works  the  memorial  of  their  own 
defeat  and  subjugation.  The  chief  figures  in  the  group,  which  stood 
within  this  building,  were  Philip,  Alexander,  and  Amyntas,  the  father 
of  Philip,  executed  in  gold  and  ivory,  the  materials  reserved  by  earlier 
art  for  the  images  of  the  greater  Gods.  Near  these  were  portrait 
statues  of  Olympias  and  Eurydice,  also  of  gold  and  ivory.  All  these 
figures,  according  to  Pausanias,  were  the  work  of  Leochares. 

Among  other  works  of  this  artist  mentioned  in  literature  are  a 
group  at  Delphi,  said  to  be  the  joint  work  of  Leochares  and  Lysip- 
pus  ^  representing  Alexander  the  Great  at  a  lion  hunt,  surrounded  by 
his  dogs,  and  standing  by  a  lion  which  he  has  just  slain ;  a  portrait 
statue  of  Isocrates  in  bronze,  dedicated  at  Eleusis  by  Timotheus,  son  of 
Conon  ;*  a  statue  of  Lyciscus  Mango,  in  which  Lyciscus,  the  slave 
dealer,  is  offering  a  lively,  cunning,  and  saucy  slave-boy  for  sale.*  Some 
writers  suppose  that  Martial  refers  to  the  last  group,  and  compares  his 


'  Goelhe,  *  Gattymrd,^  -A/a^.  40. 

*  Clarac,  Mus^e  de  Sculpture,  407,  No.  *  Plut.  Vita  X,  Orat,,  *  Isocrat.'  27. 
702.                        *  Paiisan.  v.  20.  10.                    •  Plin.  N.  If.  xxxiv.  79:  *  Mangonem  pue- 

*  riin.    N,    //.    xxxiv.    64.     Plut.  Alex,  rum  subdolae  ac  fucatae  vernilitatis.* 
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own  epigrams  to  it,  as  being  lively  though  not  grand.'  The  Relief  of 
Leda  and  the  Swan  in  the  Brit.  Museum  has  been  attributed  toLeochares, 
and  is  not  unworthy  to  class  with  the  sculptures  of  the  Mausoleum.* 

Bryaxis  of  Athens, 

01.  117.  I  (B.C.  312), 

was  a  younger  coadjutor  of  Scopas  in  Halicamassus,  who  chose  his  sub- 
jects almost  exclusively  from  among  the  Olympian  Deities.  He  made 
five  of  the  hundred  colossal  statues  of  Gods^  which  existed  in  the  Island 
of  Rhodes,  without  reckoning  *  the  Colossus,'  the  image  of  the  Sun- 
god.  He  also  executed  a  group  of  ZeuSy  Apollo  and  Lions  for  Patara'* 
(in  Lycia) ;  a  statue  of  Dionysus  for  Cnidos  ;*  a  group  of  Askkpios 
and  Hygieia  for  Megara.®  But  the  most  beautiful  and  most  celebrated 
of  his  works  was  the  colossal  statue  of 

Apollo  in  Daphne^  which  appears  to  have  been  constructed  of  wood 
and  overlaid  with  gold  ;  it  stood  in  a  magnificent  temple  reared  by  the 
Macedonian  kings  of  Syria  in  a  beautiful  grove  of  cypress  and  laurel 
trees  called  Daphne,  about  five  miles  from  Antioch.  Historians  speak 
of  this  work  as  'admirable  and  inimitable,*^  and  the  orator  Libanius* 
made  it  the  subject  of  a  special  panegyric.  Apollo  was  here  repre- 
sented as  a  Citharoedus,®  in  long  flowing  robes  of  gold,  chanting  a 
hymn  in  praise  of  Mother  Earth,  and  at  the  same  time  pouring  a 
libation  from  a  golden  oenochoe. 

But  Bryaxis*  place  in  the  history  of  art  is  determined  by  another 
work,  the  image  of  the  God 

SarapiSy  of  which  composite  Deity  he  is  considered  to  have  created 
the  type.'®  Sarapis,  or  Pluto-Sarapis,  a  figure  well  known  in  later 
Greek  and  Roman  art,  proceeds  from  a  mingling  of  the  forms  and  attri- 
butes of  Hades  or  Pluto  with  the  Egyptian  God.  This  statue,  which 
was  constructed — in  rivalry  with  the  most  magnificent  works  of  earlier 


*  Martial,  ix.  51.  5.  •  Pausan.  i.  40.  6. 

«  Newton,   op,    cU,   p.    258.      O.    Jahn,  »  Cedren.   Comp,  HisL  p.  306  B.     Conf. 

Arch,    Beiirdge,    6,   7   and    12,  41,  Berlin,  Newton's  Discov,  in  Knidos. 

1847.  ■  Liban.   Orat,  61,  vol.   iii.   p.  334  (ed. 

■  Plin.  N,  //.  xxxiv.  42.  Reiske). 

*  Clem.  Alexandr.    Proir,  iv.  47,  p.   41  »  Vide  supra,  p.  385. 

(ed.  Pott).             »  Plin.  N.  IJ,  xxxvi.  22.  "  Vide  Brimn,  A\-G.  p.  334. 

H  H 
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times — of  the  most  precious  woods  and  metals,  and  adorned  with  costly- 
precious  stones,  was  presented  by  the  inhabitants  of  Sinope  to  Ptolemy 
Philadelphus,  who  had  supplied  them  with  corn  during  a  famine.*  It 
was  dedicated  by  the  king  on  the  promontory  of  Rhacotis,  where  there 
was  a  famous  sanctuary  of  the  God  Sarapis.  An  idea  of  this  Alexan- 
drian deity  may  be  gained  from  a  bust  in  the  Vatican*  (fig.  203).  In 
this  head,  as  in  all  the  images  of  Pluto,  we  recognise  the  features  of 
P,j,   203  Zeus  veiled  in  an  expression  of  gloom,  en- 

~  hanced  by  the  arrangement  of  the  hair  which 

covers  the  forehead.  Sarapis,  like  all  the 
Chthonic  deities,  is  generally  represented 
with  the  modiuSy  or  fruit  measure,  on  his 
head,  as  master  of  the  treasures  of  the  earth. 
The  Pluto-Sarapis  of  Bryaxis  is  said  to  have 
been  coloured  with  some  inky  substance  to 
heighten  the  expression  of  mystery  and 
gloom. 

Of  human  beings  Bryaxis  executed  only 
two  statues,  one  of  which  was  the  mytholo- 
gical  figure  of  Pasiphae?  and  the  other  a 
portrait  statue  of  Seleucus  Nicator,^  who  bc- 
sARAPis  IN  THE  VATICAN.       camc  king  of  Syria  in  Ol.  1 17.  i  (B.C.  312). 

TiMOTHEUS, 
01.  107  (B.C.  352), 

whose  country  is  unknown,  was  employed  in  executing  the  reliefs  for 
the  south  side  of  the  Mausoleum.  He  made  a  statue  of  Artemis, 
which  was  removed  to  Rome  and  placed  in  the  Temple  of  the  Palatine 
Apollo.  Propertius*  probably  refers  to  this  work  as  standing  by 
the  side  of  the  Pythian  Apollo  of  Scopas,  and  the  Leto  of  Praxiteles. 
Avianus  Evander  is  said  to  have  restored  the  head. 

Timotheus  also  made  statues  of  Athletes,  Warriors,  Hunters,  and 

*  Clemens  Alex.    Protrept,  iv.  48,  p.  42  bronre  statues   from    Epirus  {Spec,  of  Am, 

(ed.    Pott).     Clemens   quotes  Athenodonis,  Sculpt,  in  Brit,  M,  pi.  63). 
who  brings  the  statue  into  connexion  with  ■  Tatian,  c,  Gracos,   liv.  p.  117. 

Sesostris.     Conf.  Pausan.  i.  iS.  <  Plin.  N.  H,  xxxiv.  73. 

«  Visconti,    Mhs,  I*io  CI.  vi.    15.     Conf.  »  ii.  31.     Vide  x/z/ra,  p.  386,  note  I. 
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Priests  ; '  and  a  statue  of  Asklepios  in   Trcezen,  to  which  the  Troe- 
zenians,  in  the  time  of  Pausanias,*  gave  the  name  of  Hippolytus. 

Pupils  of  Praxiteles. 

Among  the  foremost  of  these  were  his  sons, 

CePHISODOTUS    II.    AND   TiMARCHUS, 
01.  I?. I  (B.C.  296), 

who  made  a  group  of  portrait  statues  in  wood  of 

Lycurgus  the  Orator  and  his  sonSy  Hebron,  Lycurgiis  and  Lycophron? 
They  also  made  statues  of  their  uncle  T/teoxenidas ;  ^  of  the  goddess 
Enyo  (Bellona)  for  the  Temple  of  Ar6s  in  Athens  ;  of  Cadmus  in 
Thebes  ;  and  a  portrait  statue  ofMenander  for  the  theatre  at  Athens,* 
'  which  some  writers  suppose  that  we  still  possess  in  the  interesting 
statue  of  this  poet  in  the  Vatican.* 

Of  the  two  brothers,  Cephisodotus  appears  to  have  been  the  more 
eminent,  since  Pliny  calls  him  the  inheritor  of  his  father's  art,  and 
mentions  with  high  praise  works  executed  by  him  alone.  Among 
these  was  tlte  *  Symplegnia  in  PergamuSy  which  he  calls  *  a  noble  work, 
in  which  the  fingers  of  one  of  the  group  seem  to  be  impressed  on 
flesh  rather  than  on  marble.*  ^  As  the  word  symplegma  (*  a  close 
embrace*)  is  somewhat  indefinite,  it  was  supposed  that  we  had  the 
work  of  Cephisodotus,  or  a  copy  of  it,  in  the  famous  *  Group  of 
Wrestlers^  in  the  Tribune  at  Florence.  Welcker®  has,  however, 
shown  good  reason  for  believing  that  the  symplegma  of  Cephiso- 
dotus II.  was  of  an  erotic  character,  and  remarks  that  'it  is  a 
striking  but  natural  instance  of  degeneration  from  the  art  of  Praxi- 
teles.' Another  group  by  Cephisodotus  II.  alone  was  that  of  LetOy 
Aphroditey  AsklepioSy  and  Artemis,  Of  these  Leto  originally  stood 
with  the  Artemis  of  Timotheus  and  the  Apollo  Citharoedus  of  Scopas 
in  the  Temple  of  Nemesis  at  Rhamnus,  and  subsequently  in  that  of 


>   Plin.  N.  H.  xxxiv.  91.  ^  ii.  32.  4.  •  GalL  d,  Siaitu,     Vid.  Overbeck,  6".  a, 

■  Plutarch, T/V.  X,  Orat.y  'Lycurgus,*  38.       PI,  ii.  77.  '  PHn.  N,  H,  xxxvi.  24. 

*  Auic  Inscr.  Ross,  Arch,  Aufs,^^,   173,  "  Welcker,  Alt,   Deftkm,   \,  317.     Conf. 

Bote  33.  *  Pausan.  i.  21.  Martial,  Epi^,  xii.  43.  9. 
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the  Palatine  Apollo  at  Rome.  The  Aphrodite  formed  part  of  the 
magnificent  collection  of  Asinius  Pollio,  and  the  two  others,  Asklepios 
and  Artemis,  adorned  the  temple  of  Juno  in  the  Portico  of  Octavia.* 

He  also  executed  two  portrait  statues  of  the  poetesses  Myro  of 
Byzantium  and  Anyte  of  Tegea  in  bronze,  probably  about  Ol.  124, 
B.C.  284,  when  Myro  was  at  the  height  of  her  fame. 

Another  pupil  of  Praxiteles  was  Papylus,  who  made  a  statue  of 
Zeus  XenioSy  which  Pliny  saw  in  the  collection  of  Asinius  Pollio.* 

Other  Attic  Sculptors  of  this  Pp:riod. 

Between  the  end  of  the  Peloponnesian  war  and  the  subjugation  of 
Greece  by  the  Macedonians,  a  great  number  of  artists  lived  and 
worked  in  Athens  of  whom  we  know  little  more  than  the  names. 
The  more  considerable  of  these  are 

Sthennis  of  Olynthus, 

OL  113  (B.C.  328), 

whose  group  of  Demitir^  Zeus,  and  Athini^  was  carried  to  Rome,  as 
was  also  his  portrait  statue  of  Autolyais,  the  founder  of  Sinope,  which 
formed  part  of  the  booty  taken  by  Lucullus  from  that  city.^  By  him 
was  also  a  group  of  weeping  matrons,  suppliants,  and  sacrificers^  in 
which  Urlichs®  sees  Hecuba  and  Trojan  women  ;  and  statues  of  the 
Olympian  victors,  Pyttalus  and  Choerilus,  Of  much  greater  im- 
portance as  an  artist  was 

SiLANioN  OF  Athens, 

01.  113  (B.C.  328), 

chiefly  a  sculptor  of  portrait  statues,  *  to  be  admired  especially  for 
this/  says  Pliny,  *  that  he  gained  renown  without  ever  having  had  a 
teacher.'  He  appears  to  have  executed  no  images  of  Gods,  and  of 
mythical  personages  only  three — Theseus^  Jocasta,  and  AchilUs.^ 
The  most  celebrated  of  his  works  are 


•  Plin.  N.  If.  xxxvi.  2\,  «  IbH.  ZZ-  *  PHn.  N,  H.  xxxiv.  90. 

'  Ibid,  xxxiv.  90.  •  Chrestom.  Plin,  331. 

^  Strabo,  xii.  p.  546.  Plutarch,  Liuull.  23.  '  Plut   TJuseus,  4.  "  Plin.  JV.  H,  xxxiv.  Si. 
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The  dying  yocasta,  in  whose  face  we  are  told  the  artist  mingled 
silver  with  the  bronze  to  imitate  the  pallor  of  approaching  death. 
If  this  strange  story  is  true,  it  is  another  proof  of  the  increasing  super- 
ficiality and  trickiness  of  the  art  of  this  period. 

Sappho  in  Syracuse,  mentioned  by  Cicero  *  as  a  work  of  Silanion, 
which  Verres  abstracted  from  the  Prytaneum  at  Athens — a  work 
*  so  perfectly  elegant  and  exquisitely  wrought,  that  it  was  almost 
pardonable  to  commit  a  crime  for  its  possession.'  He  adds  that  it  was 
the  more  valued  and  regretted  because  it  bore  on  its  base  a  famous 
Greek  epigram.  Tatian,'  who  mentions  this  work,  calls  the  poetess  *  the 
Hetaira*  Neither  this  statue,  nor  that  of  Corinna,  to  which  Tatian 
refers,  can  claim  to  be  a  portrait,  since  Sappho  flourished  about  620  B.C. 
and  Corinna  only  eighty  years  after  her. 

Plato,  a  portrait  statue,  which  the  Persian  Mithridates  set  up  in 
the  Academy  at  Athens  with  the  inscription,  *  Mithridates,  son  of 
Rodobates,  offered  to  the  Muses  the  image  of  Plato  which  Silanion 
made.' ' 

Apo/lodoruSy  a  portrait  of  a  brother  sculptor  of  the  artist,  remark- 
able for  his  diligence  and  painful  self-criticism,  which  led  him  to  dash 
his  finished  works  in  pieces  in  the  madness  of  an  unsatisfied  yearn- 
ing after  unattainable  perfection.  Silanion  brought  out  the  charac- 
teristic features  of  the  man  so  prominently  in  his  portrait,  that  it  was 
said  *  to  represent  in  bronze  not  so  much  an  angry  man  as  anger 
itself.'* 

Although  Silanion  had  no  teacher  he  seems  to  have  had  several 
pupils,  one  of  whom,  Zeuxiades,  is  mentioned  by  Pliny.^  He  also 
wrote  a  work  on  the  principles  of  symmetry.^ 

POLYEUCTUS   OF   ATHENS 

interests  us  chiefly  on  account  of  the  subject  which  he  chose  for  the 
display  of  his  art,  for  he  made  a  portrait  in  bronze  of 

*  In  Verr,  iv.  57.  12$.  Conf.  Mon,  d.  Inst,  iii.  Tav.  7. 

«  <r.  Grac,  52,  p.  1 14  (ed.  Worth):  2a»^ci»  *  Plin.  N,  H,  xxxiv.  81.     O.  Jahn,  Ber, 

t\\v  iralpay.  </.  sd£/ts»  Ces^  1850,  p.  1 1 8. 

■  E.    Braun,   AnnaL    d,    Inst.    xi.    207.  *  xxxiv.  51.           •  Vitruv.  vii.  Prnf.  12. 


Digitized  by 


Google 


470    LEOCHARES  OF  ATHENS  AND   OTHER  ARTISTS. 

Demostlienes,  This  statue  was  erected  by  the  Athenians  in  Ol.  125, 
I  (B.C.  280),  on  the  motion  of  the  great  patriot's  nephew  Demochares, 
near  the  altar  of  the  twelve  Gods  ;  and  on  the  base  of  it  were  the 
following  verses,  said  to  be  by  the  illustrious  orator  himself: — 

ofhroT*  &p  'EXX^vwi'  ljp^€9f''Apris  Moiccdwv.* 
Had  thy  strength,  O  Demosthenes,  been  equal  to  thy  will,  the  Macedonian 
Mars  would  never  have  ruled  the  Greeks. 

The  well-known  statue  of  the  orator  in  the  Vatican  is  supposed  by 
many  writers  to  be  a  copy  of  the  work  of  Polyeuctus.* 

EUPHRANOR   OF    THE    ISTHMUS   OF   CORINTH, 
01.  io4»-ii2.  3  (B.C.  364-330)? 

Euphranor  occupies  an  honourable  place  both  among  sculptors 
and  painters,  and  was  known  also  as  a  writer  on  the  principles 
and  practice  of  his  art.  As  a  painter  he  belonged  to  the  school  of 
Aristides  of  Thebes,  of  whom  Pliny  ^  says  that  *  he  was  the  first  to 
paint  the  heart  (animum)  and  senses  of  man,  which  the  Greeks  call 
fjdrj,  and  likewise  the  perturbations  of  the  human  mind.*  As  an  ex- 
ample, he  mentions  a  picture  of  his  in  which  a  child  during  the  sack- 
ing of  a  city  is  represented  as  endeavouring  to  draw  nourishment  from 
the  breast  of  its  wounded  and  dying  mother,  who  is  seen  to  be  appre- 
hensive lest  the  poor  infant  should  suck  blood  instead  of  milk.^ 

He  is  spoken  of  with  high  praise  by  many  ancient  writers, 
both    as    a    painter   and   a   sculptor.*^      Lucian^   mentions   him    as 


•  Plut.  Vit,  X.  Orat..,  *Dem.*44.  Conf.  In  symmetry  he  held  a  middle  course  between 
Plut.  Detn,  30 ;  Pausan.  i.  8.  2 ;  AntkoL  Polycleilus  and  Lysippus.'  The  quadrata 
Gr.\\\,  162.  forms  no  longer  suited  the   Athenian  cha- 

5*  Wagner,  Annal,    d.   /.  viii.    159.     On  racter. 

the  other  side  vid.  Michaelis,  ArchatoL  Zeit,  *  N,  H.  xxxv.  98. 

1862,239.  *  Plin.    Lc,\    'Oppido    capto   ad   matris 

•  Brunn  (A'. -6".  p.  3 14)  says  from  soon  after  morientis  ex  volnere  mammam  adrepens 
01.  100  to  beginning  of  Alexander's  reign.  infans,  intelligiturque  sentire  mater  et  timere 
*  Euphranor  stands  in  close  relation  to  the  great  ne,  emortuo  lacte,  sanguinem  lambat. ' 
school  of  Aristides  the  painter,  who  is  called  'Plin.  N,  H.  xxxv.  128:  'Post  eum 
the  Scopas  of  painting.  The  "tendency  "  (Pausian)  eminuit  longe  ante  omnes  Euphra- 
of  Aristides  was  based  on  learned  observa-  nor  Islhmius  Olympiade  cxiii.  .  .  dociJis  ac 
tion  guided  by  the  finest  feeling  for  nature,  laboriosus  et  in  quocumque  genere  excellens 
which  contains  the  germs  of  naturalism.  This  ac  sibi  cequalis.'  Quintil.  Inst.  Oral,  xii. 
must  have  led   Euphranor  to  a  treatment  10.  6. 

different  to  that  of  Pheidias  and  Polycleitus.  '  Itna^.  7, 
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^  that  Euphranor,'  and  classes  him  with  Polygnotus,  Apelles  and 
Action  ;  and  in  Juvenal  *  he  appears  in  company  with  Polycleitus. 
He  worked  both  in  bronze  and  marble,  executed  reliefs  as  well  as 
round  figures,  chased  goblets,  and  wrote  books  on  symmetry.  On 
account  of  his  extraordinary  diligence  and  manysidedness,  he  is  com- 
pared by  Quintilian  *  to  Cicero. 

Notwithstanding  his  tendency  to  represent  vivid  emotions,  he 
made  statues  of  deities,  among  which  were  an  Athene  afterwards 
removed  to  Rome  and  dedicated  on  the  Capitol  by  Quintus  Lutatius 
Catulus,'  and  hence  called  Minerva  Catuliana,  We  can  hardly 
imagine  that  he  would  venture  to  represent  the  Goddess  of  Wisdom 
under  the  influence  of  any  strong  feeling  or  *  perturbation  *  of  mind, 
but  his  Leto  with  her  children^  Apollo  and  Artemis  in  her  arms,  may 
have  expressed  in  her  face  the  grief  and  anxiety  to  which  she  was 
subjected  by  the  persecutions  of  the  jealous  H^r^.  This  group  too 
was  removed  to  Rome,  and  placed  in  the  Temple  of  Concord.^ 

The  most  celebrated  work  of  Euphranor,  and  that  in  which  his  pecu- 
liar powers  would  find  the  most  fitting  field  for  their  display,  was  his 

Paris,  of  which  the  interest  was  chiefly  psychological.  *  It  was 
praised,'  we  are  told,  *  because  it  represented  at  the  same  time  the 
Judge  of  the  Goddesses,  the  Lover  of  Helen,  and  the  Slayer  of  Achilles.' 
Probably  there  is  a  reminiscence  of  the  work  of  Euphranor  in  the 
Paris  Giustiniani  of  the  Vatican,*  in  which  the  soft  Trojan  appears 
much  more  manly  than  usual,  and  has  just  the  slender  body  and  dis- 
proportionately large  limbs  which  are  characteristic  of  Euphranor's 
style. 

Several  other  works  by  Euphranor  are  mentioned  in  ancient 
writers,  but  without  any  description  or  criticism  which  could  render 
them  interesting  to  us.*  These  are  an  Apollo  Patroos^  which  stood 
near  the  stoa  in  the  Ceramicus  at  Athens ;  an  Agathodaimon  (Bonus 
eventus)  with  a  goblet  in  one  hand,  poppies  and  ears  of  corn  in  the 


*  Sat,  iii.  217:   *  Hie  aliquid   praeclarum  this  fine  statue  has  been  greatly  injured  by 
Euphranoris  et  Polyclili.*  being  scraped  and  *  improved.'     The  havoc 

»  xii.  10.  12.  which  restorers  have  made  with  the  statues 

«  Plin.  N.  H.  xxxiv.  77.  in  Rome  is  enough  to  exasperate  a  saint. 
«  Ibid.  •  Plin.  N,  H.  xxxiv.  77. 

*  Like  countless  other  works  in  the  Vatican,  *  Pausan.  i.  3.  3. 
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other;  colossal  figures  of  Arete  (valour)  crowning  Hellas \  a  Klei- 
douchos  (keybearer),  a  Priestess  holding  the  key  of  a  temple  ;  a  Woman 
admiring  and  adoring ;  Philip  and  Alexander  on  ^Q\x2Ldng?L)  Dionysus, 
afterwards  on  the  Aventine  at  Rome  ;  *  and  lastly 

Hepkcestus^  in  which,  if  we  may  judge  from  the  expression 
{dpTiirovv,  sound  of  foot),  the  characteristic  lameness  of  the  God  was 
not  indicated.^ 

The  beautiful  statue,  called  t/te  Warrior  resting^  in  the  Villa 
Ludovisi,  in  Rome,  is  thought  by  some  to  represent  the  style  of 
Euphranor.  The  head  does  not  belong  to  the  figure,  and  the  fingers 
of  the  right  hand  with  the  sword  are  restored,  so  that  we  cannot  be 
sure  of  the  intention  of  the  artist.  In  all  probability  it  formed  part 
of  a  group  of  combatants.'  The  relative  proportions  of  the  body  and 
the  limbs  are  in  the  manner  of  Euphranor,  for  Pliny  says  that  he 
made  the  trunk  of  his  figures  slighter,  and  the  head  and  limbs  larger, 
than  his  predecessors,  from  which  we  may  gather  that  he  prepared 
the  way  for  a  change  from  the  canon  of  Polycleitus  to  the  canon  of 
Lysippus/ 

Euphranor,  although  as  a  painter  too  fond  of  what  are  now  called 
*  sensational  *  subjects — in  which  the  pathetic  and  the  horrible  are 
mingled  as  in  an  ordinary  French  novel— appears  to  have  been 
entirely  free  from  the  sensuality  into  which  many  of  his  contem- 
poraries had  fallen.  This  sense  of  the  serious  dignity  of  his  art  was 
the  more  important,  as  he  seems  to  have  formed  a  school  of  which 
Charmantides,"*  Leonidas,^  and  Antidotus^  are  mentioned  as 
distinguished  members. 


>  Brunn,  K^.-G.  i.  315.  *  Plin.  M  H,  xxxv.  128. 

^  Dio  Chrysost.  Orat.  37.  43.  »  Ibid,  xxxiv.  146. 

■  Friederichs,  Baust,  p.  405;  but   conf.  •  Steph.  Byzaut,  v.  'KvBjfi^v, 

Brunn,  A^.-CJ.  L  315.  '  Plin.  N,  IL  xxxv.  130. 
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CHAPTER   XL. 

EXTANT    WORKS    OF    THIS  PERIOD   BY 
UNKNOWN   AUTHORS. 

We  have  already  noticed  the  chief  works  of  this  period,  the  actual 
execution   or   design    of    which    could  ^^^  204. 

be  attributed  to  the  greatest  artists — 
such  as  the  Hermes  with  the  infant 
Dionysos,  the  D^m^ter  of  Cnidos,  the 
Niobe  group,  the  Sculptures  of  the  Mau- 
soleum, the  Marriage  of  Poseidon  and 
Amphitrite,  &c.  There  are,  however, 
other  remains  evidently  belonging  to  this 
period,  to  which  we  can  assign  the 
name  of  no  author.  A  work  of  this 
kind  bearing  clear  traces  of  the  school  of 
Scopas  is 

T/ie  frieze  of  the  CItoragic  Monu- 
ment of  Lysicrates  (fig.  204)  (*the 
Lantern  of  Demosthenes ')  in  Athens. 
The  Chor^gos,  or  trainer  of  a  musical 
choir,  received  a  prize,  generally  a  tri- 
pod, when  the  musicians  whom  he  had 
trained  were  successful  in  a  competi- 
tion. The  tripods  thus  acquired  were 
generally  placed  on  the  top  of  a  small 
temple  or  monument  on  the  eastern 
slope  of  the  Acropolis,  and  hence   the 

,  ,    .  1  .  /.  MONUMENT  OF   LYSICRATES   IN 

name  *tnpod  street    m  this  quarter  of  athens. 
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Fig.  205.     DIONYSUS  and  Tyrrhenian  pirates. 
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the  city.     Such  a  building  of  the  Corinthian  order  was  erected  by 
Lysicrates  in  the  archonship  of  Euamelus  for  a  victory  at  a  festival  of 
Dionysus,  and   still   stands    in    its    original  place.     The    subject   of 
the  narrow  frieze  which  runs  round  the  top  of  this  monument  was 
appropriately  chosen   from  the   Sixth   Homeric  Hymn  to  Dionysus 
(fig.  205).     The  legend  is  well  known.    Tyrrhenian  robbers  seized  the 
God  of  wine  as  he  was  reclining  in  youthful  beauty  on  the  strand  of  the 
sea,  and  bore  him  off  in  chains  to  their  ship.    No  sooner,  however,  had 
they  set  sail  than  mighty  waves  of  wine  washed  over  the  deck,  the 
masts  were  entwined  with  vines,  and  the  God  himself,  from  whom 
the  fetters  had  fallen  of  themselves,  assumed  the  shape  of  a  lion,  at 
whose  angry  roar  the  pirates  leaped  into  the  sea,  and  were  changed 
into  dolphins.     The  relief  could  not  adhere  strictly  to  the   circum- 
stances related  in  the  poem.     The  scene  is  transferred  to  the  shores 
of  Naxos,  and  Dionysus  is  not  alone,  as  in  the  hymn,  but  surrounded 
by  the  familiar  train  of  Satyrs  and  Sileni,  who  work  his  will  upon  the 
robbers.     The  God  himself  meanwhile  reclines  in  careless  majesty  and 
ease  upon  the  rock,  fondling  his  favourite  panther,  and  is  tended  by  the 
more  refined  and  human  of  his  rude  followers,  whose  graceful  forms 
attest  the  influence  of  the  younger  Attic  school.     The  whole  scene 
strongly  reminds  us  of  the  sudden  transformations  wrought  by  the  wand 
of  enchanters  of  the  middle  ages.    Nor  is  it  wanting  in  a  comic  element. 
The  attendant  satyrs,  with  sticks  hastily  torn  from  trees,  or  with  the 
torches  used  in   their  revels,  pursue  and  chastise  the  robbers  with 
a  boyish  boisterous  delight.     For  the  latter  there  is  no  escape.     Even 
those  whom  the  Satyrs  cannot  overtake  are  subject  to  the  magic  in- 
fluence of  the  God,  and  we  see  them,  in  the  process  of  transformation 
into  dolphins,  leaping  with  a  desperate  eagerness  into  the  new  element 
which  is  to  be  their  future  home.     The  inevitable  serpent  too,  the 
constant  attendant  at  Dionysiac  festivals,  is  biting  a  terrified  pirate  in 
the  shoulder.     The  composition  is  admirable,  and  well  worthy  of  the 
school  of  Scopas  and  Praxiteles.     The  execution  is  very  unequal  in 
merit,  and  sometimes  careless,  which  can  hardly  be  wondered  at  when 
we  remember  that  the  cost  of  the  work  was  defrayed  by  a  private 
citizen. 

We  may  mention  in  this  place,  although  it  properly  belongs  to  the 
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beginning  of  the  next  pericxl,  the  statue  of  Dionysus  in  the  Brit.  Mus., 
which  was  taken  from  a  similar  building,  called 

The  Monument  of  Thrasyllus,  This  Choragic  monument,  only 
lately  destroyed,  formed  the  facade  of  a  large  cavern  in  which  the 
prize  tripods  were  kept,  above  the  theatre  of  Dionysus  at  Athens.  It 
was  erected,  01.  115.  I  (B.C.  320),  by  Thrasyllus. 

In  this  statue,  which  was  brought  to  England  by  Lord  Elgin, 
Dionysus  is  represented  sitting,  robed  in  long  and  flowing  garments. 
A  chiton  of  a  fine  material  reaches  to  his  feet,  above  which  he  wears  a 
panther's  skin  confined  by  a  broad  girdle,  and  an  ample  himation 
covers  the  lower  part  of  his  body  and  his  legs.*  The  figure  is  grandly 
conceived  in  the  soft  full  forms  appropriate  to  the  God  of  wine  re- 
presented as  a  youth.  The  broad  masses  of  the  drapery,  too,  are 
treated  in  a  manner  worthy  of  the  best  period  of  art,  and,  were  it  not 
for  the  loss  of  the  head,  we  should  possess  in  this  statue  a  noble 
representative  work  of  the  younger  Attic  school,  still  free  from  sen- 
suality. A  hole  in  the  thigh  served  probably  to  fix  some  musical 
instrument  of  bronze. 


'  Anc,  Marbles  of  B,  Af.  ix.  pi.  I. 
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FIFTH    PERIOD. 

FROM  THE  ACCESSION  OF  ALEXANDER  THE 
GREAT  TO  THE  FALL  OF  CORINTH. 


CHAPTER    XLI. 

Ol.  Ill  (B.C.  336)— 01.  158.  2.  (B.C.  146). 
PELOPONNESIAN   SCHOOL. 

We  have  already  pointed  out  the  characteristic  features  of  the  Attic 
and  Peloponnesian  schools  of  sculpture  respectively,  and  the  essential 
difference  between  them — a  difference  which  maintains  itself  during 
the  whole  existence  of  Greek  art.  The  chief  aim  of  the  former,  in 
the  period  of  which  we  are  now  speaking,  was  to  ex|>ress  the  emotions 
of  the  heart  by  the  gestures  of  elegant  and  graceful  forms,  and  in  the 
features  of  young  and  beautiful  faces.  The  Peloponnesian  (Sicyonic 
Argive)  school,  on  the  contrary,  aimed  chiefly  at  the  representation 
of  the  manly  form  as  developed  into  harmony  and  strength  by  athletic 
exercises,  and  paid  less  attention  to  the  face,  as  an  index  of  the 
passions.  This  wide  diversity  of  scope  led  to  a  corresponding  dif- 
ference in  the  choice  both  of  subjects  and  materials.  The  tendencies 
of  the  younger  Attic  school  led  them  to  choose  women  and  youths 
for  their  models,  and  marble  as  their  material.  The  chiefs  of  the 
Peloponnesian  school,  on  the  contrary,  delighted  in  the  delineation  of 
the  sturdy  frames  of  victors  and  heroes  in  the  fullness  of  health  and 
strength,  for  which  bronze  was  at  all  times  considered  the  most  ap- 
propriate material.  The  style  and  manner  of  this  school  will  be  better 
understood  after  a  review  of  the  exclusively  bronze  works  of  its  re- 
nowned chief. 
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Lysippus/ 

Ol.  I02.  1-116.  I  (B.C.  372-316)?    01.  103-114  (O.  Muller). 

The  first  of  these  dates  is  fixed  by  that  of  th^  victory  of  Troilus 
at  Olympia,  whose  statue  was  made  by  Lysippus.  If  it  seems  too 
improbable  that  he  should  have  been  actively  engaged  in  his  art  for 
fifty-six  years,  we  may  suppose  that  the  statue  was  made  some  years 
after  the  contest^  We  learn  from  Pliny  that  Lysippus,  like  Silanion, 
was  an  autodidact,  and  that  he  began  his  career  as  a  mere  artisan  in 
bronze.'  He  appears,  notwithstanding,  to  have  attracted  very  early  in 
life  the  attention  of  Alexander  the  Great,  who,  it  is  said,  would  allow 
no  one  but  Lysippus  to  make  a  statue  of  him.  His  industry  must  have 
been  extraordinary.  In  order  to  keep  a  record  of  the  number  of  his 
works,  he  put  away  one  gold  coin  from  the  price  of  every  statue,  and  at 
his  death  his  heirs  are  said  to  have  found  i  ,500  such  pieces.  The  inde- 
pendence and  fertility  of  his  genius  may  be  partly  owing  to  the  fact  that 
while  he  *  took  the  oath  to  no  one  master,'  he  sought  inspiration  from 
the  works  of  all.  It  is  this  originality  which  makes  him  so  prominent 
and  important  a  figure  in  the  history  of  art,  for  it  enabled  him  to 
adapt  himself  to  the  requirements  of  the  new  era  which  began  in 
Greece  and  the  world  at  the  accession  of  Alexander.  *  He  contri- 
buted greatly,'  says  Pliny,  *  to  the  advancement  of  statuary,  by  a  more 
careful  treatment  of  the  hair,  and  by  making  the  head  smaller  than 
former  artists  had  done,  and  the  body  slimmer  and  dryer^  on  which 
account  the  height  of  his  figures  appeared  greater.  He  diligently 
attended  to  symmetry,  for  which  there  is  no  Latin  name,  by  altering, 
after  a  new  and  untried  method,  the  quadratas  staturas  (square 
types)  of  the  ancient  sculptors,  who,  as  he  was  accustomed  to  say, 
"  made  men  as  they  actually  were,  while  he  himself  made  them  as  they 
seemed  to  be."  It  was  also  peculiar  to  him  to  attend  to  the  niceties 
of  his  art  even  in  the  most  trifling  minutice' 

The  meaning  of  the  somewhat  obscure  saying  that  the  ancient 
sculptors  made  their  statues  such  as  men  actually  were,  while  he  him- 
self made  them  as   they  seemed   to   be   (*  quales  viderentur  esse '), 


*  Sicyon,  uhich  had  been  surpassed  by  Ar-       *  PauFan.  vi.  i  2,  and  Brunn,  K.  C7.p.  359 
gos,  now  recovers  its  supremacy.  '  Plin.  N.H,  xxxiv.  61 :  *  serarium  fabrum. 
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has  been  disputed.  Ottfried  Miiller  translated  the  words  *  as  they  ought 
to  be,'  which  interpretation  neither  agrees  with  the  Latin  nor  gives  an 
intelligible  sense.  The  words,  as  Brunn  *  points  out,  must  be  taken  in 
their  literal  sense.  He  did  not  mould  his  statues  according  to  any 
fixed  mathematical  nornt^  but  determined  the  relative  proportion  of 
the  different  parts  by  the  judgment  of  the  eye  alone.  He  cared  less 
for  their  being  right  according  to  measurement,  than  for  their  looking 
right.  We  have  seen  the  same  principle  carried  out  by  the  Greeks  in 
architecture,  when  they  made  the  corner  pillar  of  a  temple  larger  than 
the  others  in  the  same  row  that  it  might  look  to  be  of  the  same  size. 

We  proceed  to  speak  of  such  of  his  numerous  works,  all  in  bronze, 
as  arc  mentioned  by  ancient  writers.     These  are 

Zais  at  Tarentum^  a  colossal  bronze  statue,  sixty  feet  in  height, 
which  ranked  in  size  next  to  the  Colossus  of  Rhodes.  Its  enormous 
weight  seems  to  have  protected  it  from  the  rapacity  of  Fabius  Maxi- 
mus  in  209  B.C.,  who  left  the  Zeus  when  he  removed  the  Heracles  and 
placed  it  in  the  Capitol  at  Rome.^ 

Zens  in  Sicyon^  of  bronze,  by  the  side  of  which  was  a  statue  of 
Artemis  in  gilt  bronze,  which  may  also  have  been  the  work  of  Lysippus.* 

Zeus  Nemesis  in  A  rgos,  a  temple  statue.'* 

Zeus  in  Megara  surrounded  by  the  Muses.® 

Poseidon  in  Corinth,  mentioned  by  Lucian.*^ 

Dionysus  on  Mount  Helicon,^ 

Helios  on  a  Quadriga^  in  Rhodes,  afterwards  in  Rome,  which  Nero 
disfigured  by  gilding. 

Eros  in  T/tespice.  Lysippus  was  bold  enough  to  set  up  a  bronze 
statue  of  Eros  in  the  same  temple  at  Thespiae  in  which  the  renowned 
marble  image  of  the  God  by  Praxiteles  already  stood.*®  The  well- 
known  Cupid  with  tlte  bow  of  Heracles  in  the  Capitol  at  Rome  has 
been,  rather  arbitrarily,  referred  to  this  work  of  Lysippus.**  The  idea 
of  the  strongest  of  demigods  yielding  up  his  weapons  to  the  wan- 


'  KunstUr  Gesch.  i.  378.  *  Pausan.  ii.  9.  6.         »  Ibid.  ii.  20.  3. 

*  Strabo,  vi.  278.    Plin.  M  H,  xxxiv.  40.  •  Ibid.  i.  43.  6.              ^  Jup.  Frag.  9. 

•  He  is  reported  to  have  said,  when  it  was  •  Pausan.  ix.  30.  I. 

proposed   to   carry  off  the  tutelary  deities  •  Plin.   iV.  H,  xxxiv.  63 :    *  Cum   pretio 

of  the  Tarentines,   "■  let  us  leave  them  their  perisset  gratia  artis.*       *•  Pausan.  ix.  27.  3. 

angry  gods'*  (Liv.  xxii.  i6).     Plut.  Fab,  22.  "  By  Visconti. 
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ton  playful  child-god  was  indeed  well  suited  by  its  piquancy  and 
humour  to  the  Alexandrian  age,  and  Lysippus  did  represent  the 
invincible  hero  stripped  of  his  arms  by  the  God  of  love.  But  we 
know  nothing  of  the  motif  o{  the  Thespian  statue  of  Lysippus,  and  as 
it  seems  to  have  been  an  object  of  worship,  it  is  hardly  likely  that  the 
God  would  be  represented  in  so  amusing  a  light. 

A  Satyr  in  AthenSy  of  which  we  have  no  details. 

Kairos  {t/ie  favourable  moment).  Few  of  Lysippus*  works  have 
attracted  so  much  notice  from  ancient  writers  as  this,  which  is  per- 
haps the  earliest  purely  allegorical  figure  in  Greek  art.*  According 
to  the  orators  Kairos  was  represented  as  a  tender  youth  of  the 
Dionysus*  type,  beautiful  and  modest,  with  a  lively  blush  in  his 
cheeks.^  His  feet  were  winged,  and  he  stood  on  the  tips  of  his  toes 
upon  a  sphere,  to  indicate  the  evanescent  nature  of  opportunity.  In 
his  right  hand  was  a  sword,  and  in  his  left  the  beam  of  a  balance  (?). 
The  hair  was  long  over  the  forehead,  but  the  back  of  the  head  was 
bald,^  signifying  that  an  opportunity  once  allowed  to  pass  could  never 
be  recovered.  This  statue  was  removed  from  Sicyon  to  Constan- 
tinople, and  stood  in  the  Lauseion. 

From  the  near  relation  in  which  Lysippus  stood  to  Alexander  the 
Great,  he  was  naturally  led  to  the  contemplation  and  plastic  representa- 
tion of  gigantic  power  and  romantic  adventure.  The  nearest  repre- 
sentative of  these  ideas  in  the  mythical  world  was  Heracles,  and  we 
are  not  surprised  that  the  invincible  hero,  as  the  prototype  of  the  all- 
conquering  monarch,  was  the  favourite  subject  of  Lysippus*  art.*  We 
find  mention  in  ancient  literature  of  no  less  than  four  statues  of  Heracles 
by  his  hand  ;  viz.  a 

Colossal  Heracles  in  Tarentum,*  which  represented  the  hero  sitting 


*  There  was  an  altar  of  Kairos  at  the  en-  Calvus,  comosa  frontc,  nudo  corpore 

trance  of  the  Stadion  in  Olympia  (Pausan.  v.  g'Zp^'^SL^SpV^rre'pXnd.r'' 

14.  9).  In  the  contests  of  the  palaestra,  every-  Occasionem  rcmm  significat  brevcm. 
thing  depended  on  seizing  the  right  moment 

for  action.  ^*^*     ^    ^^^  interesting    treatise    by   E. 

»  XaKKhs  ii\v  yhp  &y  iipuepaiytro  (Callistr.  Curtius,  j4r<:A.  ZHt,  1871,  p.  I. 

Stat.  6).     Conf.  Himcros,   EcL   xiv.   i,  p.  *  Yet   he  was  not  the  first  to  represent 

240(ed.  Wernsa):  JeiK^s^Hv  «pa  06  x«*f>«  Heracles.       Laphaes    of    Sicyon   made    a 

ik6vov  iAAA  icoJ  7v<6/ii?i'  b  Aitrnnros,  wooden  statue  of  the  hero  (Pausan.  ii.  10.  i), 

«  Hiriety  fi^y  i^aKp6p,  tfKicpooBtv  Ih  Ko-  and  Ageladas  made  two  (Pausan.  vii.  24.  2). 

fuirrcL      Cedren.     Comp,    Inst,    p.     332  C.  *  PJ»n-  ^'  ^^'  xxxiv.  40. 
Conf.  PhjEdr.  fab.  v.  8  :— 
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on  the  basket  used  in  cleansing  the  Augaean  stables,  on  which  a 
lion's  skin  was  spread.  His  attitude  denotes  mingled  dejection  and 
indignation.  His  look  is  terrible,  and  he  seems  on  the  point  of  utter- 
ing an  angry  roar.  He  is  without  his  usual  attributes  of  bow  and 
club  ;  the  right  leg  and  arm  are  stretched  out,  the  left  knee  is  bent, 
and  on  it  rests  the  left  elbow,  and  the  open  palm  of  the  left  hand  sup- 
ports the  drooping  and  dejected  head.  The  broad  breast,  the  mighty 
arms*  and  thighs,  the  sinewy  bull  neck,  the  short  thick  hair,*  all 
speak  of  matchless  strength ;  but  now  this  has  been  overtasked,  and 
the  hero  appears  exhausted  by  past  labours,  and  depressed  by  the 
prospect  of  future,  never-ending,  unrequited  toils.  This  is  the  statue 
which  Fabius  Maximus  removed  to  Rome,  whence  it  was  taken  in  the 
reign  of  Constantine  to  Byzantium.*  The  Tarentine  Heracles  is 
copied  on  several  gems,  which  give  the  best  idea  of  the  motif  oi  this 
celebrated  work.* 

Heracles  in  Sicyon^  which  stood  in  the  Agora. "^  We  have  no  de- 
scription of  this  statue. 

Heracles  disarmed  by  Love.  Only  known  from  the  epigrams  of 
Tullius  Geminus  and  Philippus,  who  tauntingly  apostrophise  the 
downcast  hero,  and  ask  him  what  has  become  of  his  club,  his  quiver, 
and  the  hide  of  the  Nemean  Lion.  *  Who  has  thus  ruined  thee,  O 
Heracles?  The  winged  Eros,  who  is  really  an  oppressive  burden.'® 
*  Nor  is  it  strange  that  he  who  changed  a  Zeus  into  a  swan  should  strip 
a  Herakles  of  his  arms.*^  In  the  gems  in  which  the  same  subject  is 
treated,  the  hero  retains  his  club,  but  Eros  is  riding  on  his  shoulders.® 

Heracles  Epitrapezios^  (reclining  at  table).  A  small  bronze  figure 
about  a  foot  in  height,  but  of  grand  design  and  exquisite  workman- 
ship, executed  probably  for  Alexander  the  Great,  who  took  it  with 
him  on  his  expeditions.  It  is  said  to  have  passed  successively  through 
the  hands  of  Hannibal,  Sylla,  and  Novius  Vindex  (.?)  '**    In  contrast  to 


*  fipiap6s.  Nicet.  Choniat.  DeSignis  Con-  *  Paiisan.  ii.  9.  8. 
stantinop.  5  (p.  859,  ed.  Boun).  •  AnthoL  Gr.  ii.  255.  4. 

«  olXos,                »  Suidas,  v.  PturiKiKii.  ^  Ibid.  ii.  209.  52. 

*  Lippert,  Dacf.  i.  285-87;  ii.  231.     O.  »  O.   Muller,  Denknt.  d.  a.  K,   i.    157. 
Miiller,  Denim,  d,  a.  K.  i.  156.  Lippert,  Dact,  i.  280,  281. 

The  marble  statue  in  the  Pitti  Palace  at  •  Stat.  Silv,  iv.  6  :    *  Castoe  genius  tutc- 

Florence  with   the  forged  inscription,  Aw-  laque  mensse.' 

<riirirov    ipyov^    is    a    rude    copy   of   the  "  Martial,  ix.  44:    *Hoc    habuit   numen 

Heracles  Famese  at  Naples.  Pelliei  mensa  tyranni.  * 

I  I 
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the  Tarentine  Heracles,  the  hero  is  here  reclining  on  his  lion's  skin  at 
the  table  of  the  Gods,  with  a  cheerful  upward  look,  holding  a  bowl  in 
one  hand,  and  his  club  in  the  other.  The  poets  speak  of  this  statue 
rn  the  highest  terms  of  praise,  contrasting  its  small  size  with  the  grand 
impression  which  it  makes  on  the  beholder,*  and  declaring  that  were 
it  not  for  the  inscription  on  the  base,  it  might  be  taken  for  the  work 
of  Pheidias.^ 

The  splendid  Torso  of  Heracles  in  the  Vatican  is  supposed  to  be 
reclining  in  the  same  attitude,'  and  the  gilt  bronze  Heracles  in  the 
Capitol  has  been  referred  to  some  other  original  work  of  Lysippus. 
The  slim  proportions  of  the  latter  work  give  some  colour  to  this  sup- 
position, but  the  copyist  has  introduced  so  much  offensive  mannerism 
of  his  own,  that  it  would  be  unfair  to  Lysippus  to  regard  it  as  a  re- 
presentative of  his  style. 

The  Labours  of  Heracles^  probably  a  series  of  groups  in  bronze,  in 
Alyzia,  a  town  of  Acamania,  which  were  taken  from  the  sacred  en- 
closure in  that  place  by  some  Roman  general  and  brought  to  Rome.* 
It  is  conjectured  that  these  works  of  Lysippus  may  be  the  prototypes 
of  the  many  similar  representations,  mostly  reliefs,  existing  in  dif- 
ferent parts  of  the  world ;  e.g.  Heracles'  fight  with  t/te  Nemean  Lion  at 
Oxford  and  Florence — with  the  Hydra  in  the  Capitoline  Museum — 
with  Cerberus  in  the  Vatican— 1«/////  Geryon  in  the  Vatican — the  Cap- 
ture of  tite  Ceryneian  Stag  from  Pompeii,  now  in  Palermo  (?)— the 
Wrestle  with  Antceus  in  England*  and  Florence. 

A  beautiful  bronze  statuette  of  Heracles  was  found  a  few  years 
ago  by  the  English  Consul  Calvert  near  the  village  of  Leknut,  forty 
miles  from  Monastir  in  Macedonia.^ 

The  transition  from  Heracles  to  Alexander  was  easy  to  the  artist, 
for  the  latter  loved  to  regard  himself  as  the  modem  Heracles. 
There  was  really  enough  in  the  remarkable  personality  and  fabulous 
exploits  of  the  Macedonian  hero  to  rouse  the  imagination  of  Ly- 


*  Stat.  Silv, :  *  parvusque  videri  sentirique  Many  of  the  heads  of  Heracles  have  the 
ingens.*  broken   ears   characteristic    of   the    athlete 

''Martial,  l.c.i    ^Avalinrov  lego,    Phidiae  {irroKdra^is,    Plato,     Gorgias^    5'5  E;    and 

putavi.'  arro9Aa8(as,  Diog.  L.  5.  67), 

•  O.  MUller,  Ilandb,  d.  Arch,  p.  132.  *  In  the  possession  of  Mr.  Smith-Barry. 
<  Strabo,  x.  p.  459.                                                •  Ercolc  di  Bronzo,  Annal,  d.  /.  1877. 
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sippus,  and  draw  away  his  attention  from  mythology  to  the  mar- 
vellous  events  of  his  own  times.  We  have  already  noticed  as  a  joint 
work  of  Leochares  and  Lysippos, 

Alexander  at  a  Lion  hunt,  in  the  execution  of  which  Lysippus 
probably  took  the  leading  part*  Another  celebrated  bronze  group 
by  Lysippus,  on  a  very  large  scale,  consisted  of  portrait  statues  of 

Alexander  and  his  followers^  thirty-five  (or  thirty-four)  in  number, 
mostly  horsemen,  who  fell  in  the  front  rank  at  the  battle  of  the 
Granicus.  This  work,  originally  at  Dion,  was  brought  to  Rome  by 
Metellus  Macedonicus,  and  placed  in  the  portico  of  Octavia.  There 
is  a  bronze  figure  from  Herculaneum  in  Naples,  in  which  Alexander 
is  represented  cutting  at  a  foe  on  the  ground,  the  motif  of  which  may 
have  been  taken  from  this  grcaip.  But  the  principal  statue  of  the 
king  by  Lysippus  was 

Alexander  zvith  the  spear,  in  which  he  is  looking  upwards,  after 
his  wont,  with  his  head  a  little  on  one  side.  Alexander,  we  are  told, 
decreed  that  no  sculptor  should  take  his  portrait  but  Lysippus,  be- 
cause he  alone  could  stamp  his  character  on  the  bronze ;  for  other 
artists,  when  they  tried  to  give  the  Bidxvaiv  (*  melting  and  moisture  '*) 
of  the  eyes,  did  not  preserve  the  general  manliness  and  lion-like  ex- 
pression of  his  face.*  Lysippus  and  Apelles,  it  was  said,  contended  with 
one  another  in  their  different  arts  *  in  interpreting  the  nature  of  the 
king.*  *  But  the  sculptor  blamed  the  painter  for  placing  a  thunder- 
bolt in  the  hand  of  Alexander  instead  of  the  spear,  *  of  the  true  and 
appropriate  glory  of  which  no  one  could  deprive  him.'^ 

Of  existing  heads  of  Alexander  perhaps  the  best  is  the  bust  in  the 
Capitol  at  Rome,  generally  called  Helios,  It  has  marked,  though 
idealised,  individuality ;  and  though  the  execution  is  in  most  respects 
far  inferior  to  the  grand  design,  the  hair  is  treated  with  great  skill, 
as  we  might  expect  from  Lysippus.  Alexander  is  here  represented 
as  the  Sun-God,  with  metal  rays  fastened  to  the  head.  The  wild 
Dionysiac   character  of  the    king   is  admirably  given ;   the    hair   is 


*  Vide  su/>ra,  p.  465.  *  rh   k^^4¥<aitov  icol    \(6vrwUs. — Plut.  di 

*  Plin.  N,  H,  xxxiv.  64.     Conf.  Arrian,  Alex,  M,  seu  virt,  seufortit.  ii.  2. 
Anab,  i.  16.  7.     Velleius,  Paterc,  i.  11.  3.  *  Himer.  Eel.  xxxi.  2. 

■  Tmv  hiiL\iifrv>¥  r^v  Mxvffiy  icoi  iypirnra.  *  Plut.  ife  hid,  et  Osirid.  24. 
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thrown  back  like  the  mane  of  a  lion,  as  if  he  had  shaken  it  in  his 
excitement,  and  the  peculiarity  of  the  neck  is  cleverly  concealed  by 
the  sudden  energetic  motion  of  the  head.  Alexander  was  considered 
in  most  points  the  handsomest  man  of  his  age,  but  he  had  a  pecu- 
liarity in  the  form  of  his  eyes,  and  a  wry  neck,*  defects  which  the 
courtly  artist  strove,  not  unsuccessfully,  to  change  into  beauties. 

A  Herma-tnist  of  Alexander^  found  in  1779,  by  Azara  at  Tivoli, 
and  given  to  Napoleon  I.,  who  placed  it  in  the  Louvre.     Like  almost  all 
Herma-busts,  it  is  a  realistic  portrait  in  which  the  ugly  peculiarities. 
Fig.  206.  even  to  the  faulty  muscle  of  the  neck  and  the 

greater  fullness  of  the  left  cheek,  are  faithfully 
given.  The  rising  hair,^  above  the  brow— 
which  Winckclmann  regarded  as  an  invention  of 
the  artist  to  indicate  the  monarch's  descent  from 
Zeus — was  a  natural  feature  of  Alexander.  There 
can  be  no  doubt  that  this  bust,  which  was  pro- 
bably executed  in  the  reign  of  Augustus,  is  a 
copy  of  a  portrait  taken  from  life;  though  it 
does  not  answer  exactly  to  the  description  of 
any  of  the  works  of  Lysippus.' 

*  The  Dying  Alexanderl  at  Florence  (fig.  206). 
This  well-known,  beautiful,  and  deeply  affect- 
ing head,  which  bears  a  strong  resemblance 
'THE  DYING  ALEXANDER.^  to  thc  Alcxandcr  Hclios  of  thc  Capitol— espe- 
cially in  the  treatment  of  the  hair—  has  been  called  by  Ottfried  Muller 
a  riddle  of  archaeology.  It  is  ;io  doubt  a  Greek  original,  and  one  of  the 
most  interesting  remains  of  ancient  art,  but  we  cannot  take  it  for  granted 
that  it  is  intended  for  Alexander,  and  still  less  that  it  is  the  work  of  Ly- 
sippus.  It  is  difficult  to  imagine  that  the  favoured  and  devoted  artist  of 
the  mighty  conqueror  would  choose  to  pourtray  his  great  master  in  a 
painful  and  impotent  struggle  with  disease  and  death.  This  con- 
sideration makes  it  extremely  improbable  that  it  was  executed  during 


'  Tzetz,  Chil.  xi.  100:— 

^v  lik  Kal  ffc^orpax^Aof  cat  vo,pa,r^xn\u¥  hk 

*  itya<rTo\^  TTis  KofjL^s^  relicina  frons. 


•  There  is  an  interesting  alto  rilievo  in 
Mantua  representing  Aristotle  in  life-size, 
wearing  the  garb  of  a  philosopher  with  the 
upper  part  of  the  body  nude,  leading  the  little 
Alexander  by  the  hand. 
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the  lifetime  of  Alexander,  and  the  whole  character  of  the  work,  in 
which  free  pathos  is  the  prevailing  element,  and  its  close  resemblance 
in  style  to  the  heads  on  coins  of  the  period  of  the  Diadochi,  point  to  a 
later  age  than  that  of  Lysippus.* 

We  read  of  other  portrait  statues  by  Lysippus,  viz.  of  Hep/uBstion^ 
the  friend  and  favourite  of  Alexander,  the  Patroclus  of  the  new 
Achilles ;  of  Praxilla?  the  lyric  poetess  of  Sicyon,  a  country- 
woman of  Lysippus,  who  flourished  about  01.  82.  2  (B.C.  450),  and 
gave  her  name  to  a  new  metre  called  after  her  the  Il/oaf  tXXgtpi; ; 
of  SocraieSy^  which  was  set  up  in  the  *  Pompeion '  (arsenal)  at  Athens 
by  his  ungrateful,  but  repentant,  countrymen  immediately  after  his 
martyrdom  ;  also  of 

^sop  and  tfie  Seven  Wise  Men,  of  which  we  wish  to  speak 
more  particularly.  The  epigrammatist  Agathias  *  mentions  a  statue 
of  iEsop  made  by  the  *  old  man '  Lysippus,  whom  he  praises  for 
placing  the  persuasive  fabulist  above  the  wise  men.  Phaedrus,®  too, 
states  that  the  Athenians  erected  a  statue  in  honour  of  the  Samian 
fabulist  as  a  tribute  *not  to  his  nationality,  but  his  glory.'  This 
work,  which  Tatian  says  was  as  well  known  as  the  fables  of  ^Csop,  is  a 
remarkable  example  of  what  we  may  call  ideal  portraiture.  The  very 
existence  of  ^Esop  has  been  called  in  question ;  but  if  he  lived,  as  is  most 
probable,  he  flourished  in  the  beginning  of  the  sixth  century  B.C.,  nearly 
300  years  before  the  time  of  Lysippus.  The  great  artist,  therefore, 
in  undertaking  to  make  a  portrait  statue  of  ^Csop  had  a  new  and 
difficult  problem  to  solve.  He  knew  nothing  of  his  personality,  ex- 
cept that  he  was  deformed.  He  had  therefore  to  incorporate  in  a 
person  essentially  unfitted  for  plastic  representation  the  spirit  of  Greek 
fable.  It  was  not  a  philosopher  or  a  poet  whom  he  had  to  pourtray  ; 
and  neither  the  clear  open  brow,  the  calm  and  thoughtful  dignity  of 
the  former,  nor  the  wrapt  and  joyous  enthusiasm  of  the  latter,  would 
have  suited  the  representative  of  the  sly,  secretive,  suggestive,  roguish 
spirit  of  fable.  The  expression  of  iEsop's  face  must  be  that  of  a  weak 
cripple,  who,  unable  to  meet  his  adversary  face  to  face,  has  recourse  to 


>  Bninn,  K,-G.  i.  438.  *  Diog.  Laert.  ii.  43. 

«  Plin.  N.  H.  xxxiv.  64.  *  Anihol  Gr,  iv.  16.  35. 

»  Tatian,  c,  Crac.  52,  p.  113  (ed.  Worth).  •  Fab,  ii.  Epit,  i. 
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cunning  and  finesse  \  who  propounds  his  doctrines,  not  by  direct 
teaching,  but  by  insinuating  them  in  disguise,  and  as  it  were  un- 
awares, into  the  heart  of  the  h'stener.  That  it  is  possible  not  only  to 
represent  these  comparatively  mean  and  unlovely  qualities  in  the  face 
and  form,  but  to  give  an  interest  and  sympathetic  charm  to  such  a 
representation,  will  be  acknowledged  by  all  who  have  studied  the 
famous ^^r*^  of  jEsop  in  the  Villa  Albani  at  Rome.  The  refinement 
and  acuteness  of  feature  and  expression  so  common  to  cripples  are  there, 
and  the  qualities  of  the  mind  which  are  stamped  on  the  face  are 
actually  brought  into  harmony  with  the  natural  physical  defects. 

We  cannot,  of  course,  assume  that  we  have  before  us  a  copy  of 
the  work  of  Lysippus,  for  Aristodemus*  also  executed  a  statue  of 
iEsop  about  the  same  time  ;  but  the  extraordinary  power  of  endowing 
an  abstract  conception  with  individual  personality,  displayed  in  the 
Albani  figure,  inclines  us  to  see  in  it  the  work  of  the  greatest  portrait 
sculptor  of  Greece,  Lysippus.^ 

The  notices  of  statues  of  victors  in  the  games  have  become  rarer 
in  the  period  which  we  are  now  considering,  but  we  read  of  five  by 
the  hand  of  Lysippus ;  viz. — 

Polydamas  o{ ^Qo'iwsK}^  who  conquered  in  the  Pancration  in  Ol. 
93  (B.C.  408),  and  is  said  to  have  been  the  biggest  of  men,  *  next  to 
the  heroes;'  Troilos  the  Eleian  ;*  Callicrates  the  Magnesian  ;* 
Xenarclies  the  Acarnanian  f  and  Cheilos,  a  man  happy  beyond  mea- 
sure, both  in  his  life  and  in  his  death.  He  conquered  twice  at  Olym- 
pia,  three  times  at  Nemeia,  four  times  in  the  Isthmos,  and  then  died 
fighting  for  his  country,  and  received  a  public  burial ! 

But  the  most  interesting  to  us  of  all  the  works  attributed  to 
Lysippus  is  the  figure  of  a  young  athlete,  called 

The  Apoxyomenos  (fig.  207),  i.e.  *  scraping  himself  with  the  arXeyyis^ 
or  strigil,  after  a  contest  in  the  arena.  Of  this  work  we  have  a 
splendid  copy  found  by  Canina  in  1849  in  the  Trastevere  at  Rome, 
and  now  in  the  Braccio  Nuovo  of  the  Vatican.     The  bronze  original 

'  Talian,  c.  Grac,  55,  p.  119.  •  Pausan.  vi.  5.  I.  Vide  Ji//>ra,  p.  478, «.  i. 

2  Vide  Mon.  d.   Inst,  iii.   pi.  14.     Other  If  Lysippus  really  made  this  statue,  it  must 

representations  of  if^sop   are  a  statuftU  of  have  been  a  long  time  after  the  victory  ! 
marble  del  Caffi^  di  Pirro  Ligorio  nel  Giar-  *  Pausan.  vi.  i.  4. 

dino  del  Vatican©  ;  also  on  a  Lucema  de  *  Ibid.  vi.  17.  3. 

terra  cotta  described  Ann.  d.  Inst.  xii.  p.  94.  "  Ibid.  vi.  2.  I. 
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was  greatly  admired  in  Rome.  Agrippa,  who  probably  brought  it 
from  Greece,  placed  it  in  front  of  his  public  baths,  and  Tiberius 
was  so  charmed  with  it  that  he  had  it  removed  by  an  arbitrary  act  of 
power  to  his  own  house,  and  substituted  another  statue ;  whereupon 
the  people  in  the  theatre  demanded  it  back  with  so  much  persistence 
and  audacity  that  the  wily  emperor  yielded  to  the  storm,  and  re- 
stored it  to  its  former  place.*  The  Vatican  copy  of  this  magnificent 
work  is  well  preserved,  and  has  all  the  characteristics  of  the  style  of  Ly- 
sippus.  The  head  is  small,  the  figure  slim  and  tall,  and  the  face  is  of  the 
new  North-Grecian  (Macedonian)  type,  which  Lysippus  chose  as  better 


Fig.  207, 


suited  for  the  expression  of  individual  feelings 
than  the  pure  Greek  ideal.  The  difference 
is  seen  particularly  in  the  nose,  which  rises  a 
little  at  the  end,  and  resembles  that  of  the 
busts  of  Alexander  himself.  The  style  of  this 
'beautiful  work,  which  is  perfectly  free  from 
all  archaic  conventionality  and  restraint, 
shows  that  the  artist  has  copied  nature  alone  ; 
the  hair  especially  is  thrown  about  in  a 
very  easy  and  natural  manner.  The  very 
nature  of  his  occupation  implies  a  con- 
tinual change  of  posture,  and  we  see  from 
the  position  of  the  feet  that  the  attitude  is 
accidental  and  momentary,  and  one  of  a  series 
of  graceful  movements.  The  face,  which  is 
simple  and  agreeable,  wears  an  expression  of 
gentle  satisfaction,  arising  from  the  contem- 
plation of  past  labour  successfully  accom- 
plished. The  Apoxyomenos  is  a  grand  example  of  the  genre  style  in 
its  highest  form. 

The  Hermes  Enagonios  ('Belvedere  Mercury'),  formerly  known 
under  the  name  of  the  'Belvedere  Antinous'^  in  the  Vatican,  bears  a  strong 
family  likeness  to  the  Apoxyomenos.  Beautiful  as  it  is,  it  is  not  an 
original  Greek  work,  as  we  might  conclude  from  its  polished  surface 
alone,  which  materially  detracts  from  its  effect,  and  speaks  of  the  decline 
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of  taste ;  but  that  it  is  a  copy  of  some  celebrated  Greek  original  is 
rendered  in  the  highest  degree  probable  by  its  close  resemblance  to  a 
statue  of  Hermes  of  the  same  type,  but  of  an  earlier  period,  found  in 
the  theatre  at  Melos,  and  now  in  the  Theseion  at  Athens. 

Kindred  in  their  motif  and  in  their  Lysippic  style  are  several 
statms  of  Hemies  in  the  National  Museum  at  Athens.*  They  be- 
long to  a  whole  series  of  figures,  whose  similarity  implies  that  they 
are  all  copies  of  some  celebrated  original,  probably  of  the  end  of  the 
fourth  century  B.C.  The  best  of  these  is  from  Andros,  where  it  was 
found  with  the  statue  of  a  woman  in  the  same  style,  in  1833.  Another 
statue  of  the  god,  found  in  Aigion,  in  Achaia,*  is  of  very  inferior 
execution,  and  is  probably  Roman. 

We  find  short  notices  in  Pliny  of  other  works  by  Lysippus  of  a 
more  trivial  nature.     Among  these  are 

A  Female  flute  player^  in  a  state  of  intoxication  (*temulenta  tibicina*). 
•  We  are  not  informed  whether  this  statue  was  a  comic  representa- 
tion of  the  effects  of  drunkenness,  or  conceived  in  the  more  exalted  spirit 
of  Scopas'  mcenadSy  frenzied  at  once  by  wine  and  the  divine  afflatus. 

A  Train  of  hunters  with  dogs,^  of  which  we  have  no  description  ; 
a  fallen  Lion^  in  Lampsacus  on  the  Hellespont,  which  Agrippa 
carried  off;  Quadrigce  *of  many  kinds  ;'^  ^  an  unbridled  horse* 
which,  says  the  Epigrammatist,  *  breathes  by  the  power  of  art,*  and  *  if 
only  bridled  and  spurred  would  begin  to  run '  ;^  and  a  'Bitch  licking 
its  wounds.^  * 

Style  of  Lysippus. 

In  trying  to  form  an  idea  of  the  peculiar  style  of  our  artist,  we 
must  look  to  the  main  object  which  he  proposed  to  himself  in  the  exer- 
cise of  his  art  We  saw  that  Pheidias  sought  to  give  visible  form  to 
his  highest  conception  of  the  Godhead,  and  that  the  lovely  forms  of 
Scopas  and  Praxiteles  are  permeated  and  coloured  by  ideal  tenden- 
cies—by tender  sentiment,  gentle  pathos  or  wild  enthusiasm.  The  less 
exalted  aim  of  Lysippus  was.  to  pourtray  in  its  highest  physical  per- 


*  Newton,  Antiq,  of  Athens^  p.  23.  •  Plin.  N,  //.  xxxiv.  64. 

*  MU,  d,  (ieutsch.  Jnst.  in  Athen^  1878.  '  AntkoL  Gr.  ii.  229.  i,  and  iv.  97. 

■  Plin,  N,  H,  xxxiv.  63.  •  Plin.  xxxiv.  38.     Conf.  Brunn,    A'- (7. 

*  lUd,  »  btrabo,  xiii.  59a  i.  368. 


Digitized  by 


Google 


THE  STYLE   OF  LYSIPPUS.  489 


fection  the  manly  form,  not  as  the  fittest  abode  of  high  thoughts  or 
tender  emotions  ;  not  as  the  visible  representation  of  spiritual  concep-  . 
tions ;  but  as  the  final  object  of  art,  worthy  in  itself  of  the  highest 
admiration.  The  chief  characteristics  of  his  style  and  scope  are  found 
in  the  Apoxyomenos,  which  is  more  exclusively  a  representation  of 
mere  physical  beauty  than  the  Aphrodite  of  Cnidos,  or,  to  give  an  ex- 
isting parallel,  the  Venus  de'  Medici,  for  these  are  at  any  rate  the 
expression  of  woman's  love.  The  Apoxyomenos  is  nothing  more 
than  the  noblest  animal  in  creation  in  the  highest  perfection. 

Greatly  then  as  we  must  admire  and  value  the  works  of  Lysippus, 
even  seen  through  the  veil  of  copies,  we  must  acknowledge  that  he  has 
descended  one  stage  downwards,  not  only  from  the  empyrean  summit 
on  which  Pheidias  stood  in  solitary  grandeur,  but  even  from  the  sun- 
lit heights  on  which  Scopas  and  Praxiteles  sported  with  Love  and 
Beauty.  His  art  is  less  spiritual  than  that  of  the  former,  less  aesthetic 
than  that  of  the  latter ;  but  it  is  still  manly,  pure,  and  noble,  entirely 
free  from  the  meanness  and  vulgarity  of  the  succeeding  period.  His 
chief  fault,  like  that  of  Praxiteles,  was  the  too  exclusive  worship  of 
external  form,  and  we  shall  see  that,  as  the  great  Athenian's  pas- 
sionate admiration  for  female  beauty  degenerated  in  his  followers 
into  a  tasteless  sensuality,  so  the  healthy  and  dignified  yiaturalism  of 
the  Peloponnesian  Lysippus  was  quickly  succeeded  by  a  degrading 
realism. 

Lysistratus, 

a  brother  of  Lysippus,  flourished,  according  to  Pliny,*  in  01.  113 
(b.c.  328).  The  tendency  towards  the  free  delineation  of  nature,  and 
the  close  observation  of  individual  characteristics  which  we  have 
noted  in  Lysippus,  but  which  in  him  stopped  short  at  beauty,  is  carried 
to  its  extreme  by  his  brother  Lysistratus.  This  artist,  in  his  eager- 
ness to  give  every  characteristic  of  his  model,  had  recourse  to  me- 
chanical means,  which  are  alien  to  the  very  nature  of  true  art  He 
was  the  first,  says  Pliny,  to  form  moulds  in  wax  from  the  life  ;  from 
these  he  took  a  plaster  cast,  which  he  then  *  touched  up '  (*  emendare  *). 


xxxiv.  51. 
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He  set  the  fashion  of  giving  exact  '  likenesses/  whereas  the  artists 
before  him  tried  to  make  the  face  as  beautiful  as  possible.* 

We  only  find  mention  of  one  work  by  Lysistratus,  a  portrait  statue 
of  Melanippe^  perhaps  a  noted  Hetaira  of  his  time,  to  whom  the  term 
Go^i]  is  applied,  ironically  as  is  generally  supposed  ;  but  in  the 
face  of  so  many  clever,  and  even  learned,  examples  of  this  class  of 
women,  we  see  no  reason  for  the  conclusion. 

School  of  Lysippus. 

Among  the  pupils  of  Lysippus  were  his  three  sons,  Daippus,* 
Fig.  208.  Boedas,*  and  Euthycrates,*  Eutychides*  the  Sikyonian, 

and  Chares  of  Lindos.^  Of  the  two  first-mentioned 
sons  but  little  is  known.  Daippus  made  statues  of 
athletes  and  a  figure  called  PerixyomenoSy  which 
means  probably  the  same  as  Apoxyomenos.  Boedas 
executed  a  genre  statue  of  a  worshipper  (*  adorantem  *) 
which  some  would  see  in  the  exquisite  Greek  original 
bronze  figure  called  the  Praying  Boy^  (fig.  208)  at 
Berlin.  The  most  considerable  artist  of  the  three 
sons  was 

EUTHYCRATES, 

who  followed  the  severer  side  of  his  father's  art,  and 

chose  the  higher  class  of  his  father's  subjects.®  Among 

BOY  PRAYING        thcsc  wcrc  a  Heracles  at  Delphi ;  a  portrait  statue  of 

AT  BERLIN.         Alexander  hunting^""  at  Thespiae  ;   a  Cavalry  battle-, 

an  Image  of  Trophonius  \^^  several  Quadrigce  \  a  Horse  'cumfuscinis^ 


*  Plin.  N.  H,  XXXV.  153.  potius  imitatus  patris  quam  elegantiam  au- 
'  Talian,   r.    Grac,  54,   p.   117.     Brunp,  stero  maluit  geoere  quam  jucundo  placere.  * 

K,'G,  p.  402.  '•  The  subject  of  this  statue  reminds  us  of 

*  Plin.  N.  H,  xxxiv.  51.     Pausan.  vi.  12.  the    well-known    beautiful    figure     in     the 
6;  vi.  16.  5.             *  Plin.  N.  H.  xxxiv.  73.  Vatican  called  Meleager^  whidi  is  evidently 

*  Ibid.  66.  •  Pausan.  vi.  2.  6.  a  copy  of  a  bronze  original.  The  boar  is 
^  Plin.  N,  H.  xxxiv.  41.  new,  and  very  un-Greek  in  the  elaborate 
»  Bursian  {FleckeisetC s  Jahrb.  1856,   i.  p.  finish   lavished  on  a  subordinate  attribute. 

513)  thinks  it  more  in  the  style   of  Poly-  The    turn    of   the    head    and    the    throw 

cleitus.      Schnaase  (243)  considers  that   it  of   the    chlamys    well    express     the  hasty 

wants  the  sevei  ity  of  the  style  of  Lysippus,  passionate  character  of  the  hero,  which  led 

though  in  simplicity  and  freedom  from  aim-  him  to  destruction. 

ing  at  effect  it  is  worthy  of'the  best  time.  *'  Plin.  N.  //.  xxxiv.  66 :  *  Simulacrum  ip- 

"  Plin.  N.  II.  xxxiv.  66:     *Constantiam  sum  Trophonii  ad  oraculum.*    The  seat  of 
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(either  forked  poles  for  hunting  nets,  or  three-pronged  hunting  spears)  ; 
Hunting  dogs ;  Statues  of  tite  famous  Hetairai — A  nyte^  MnesarchiSy 
Thaliarchis^  and  Panteudiis^  {J\avv\y)(Ls  ?). 

The  powerful  influence  of  Lysippus  is  seen  in  the  fact  that  his 
pupils  choose  the  very  same  subjects  as  their  master,  and  this  in- 
fluence descends  through  several  generations.  We  read  of  Tisicrates^ 
the  Sicyonian,  as  a  pupil  of  Euthycrates,  who  followed  so  closely  the 
school  of  Lysippus,  that  several  of  his  statues  could  scarcely  be  dis- 
tinguished from  those  of  the  great  master;'  such  as  his  Theban  old 
man^  his  King  Demetrius^  and  his  PeucesteSy  who  saved  the  life  of 
Alexander  the  Great  during  the  storming  of  a  city  of  the  Malli  (in 
the  Punjaub),  and  was  appointed  his  aa>fiaTo<f)v\a^  or  special  guardian 
of  the  royal  person.  Tisicrates,  again,  had  a  pupil  called  Xenocrates^ 
who,  according  to  Pliny,  outdid  both  his  teacher  and  Tisicrates  in  the 
number  of  his  works,  and  wrote  treatises  on  the  plastic  art. 

Another  distinguished  pupil  of  Lysippus  was 

EUTYCHIDES, 

the  Sicyonian,  Ol.  121  (B.C.  296),  who  executed  an  allegorical  figure 
of  Tyc/ie  for  the  Syrian  dwellers  on  the  Orontes  at  Antioch,  which 
was  regarded  by  them  as  a  tutelary  Goddess.      Of 

The  Tyclie  of  Afttioch^  the  only  marble  work  of  the  Sicyonian 
school,  we  have  a  copy  in  the  Vatican  and  on  several  coins  of  Antioch. 
The  figure  by  Eutychides  was  a  richly  draped  woman  wearing  a  mural 
crown,  sitting  in  an  easy  posture  on  a  rock  of  Mount  Silpion.  In  her 
hand  she  held  ears  of  corn  or  a  palm  branch,  and  before  her  feet  was 
the  river  Orontes,  represented,  contrary  to  the  usual  practice,  as  a 
beardless  youth,  half  emerging  from  the  water.^  On  either  side  of 
her  stood  Seleucus  and  Antiochus  placing  a  crown  upon  her  head. 


the  Oracle  was  in  a  cavern  in  a  mountain  at  rewx^Ja  ffvKKaiifiwovaav  ix  ^dop4o»s  EldvKpd- 

Lebadaea  in  BcEotia,  in  front  of  the  Temple  tijs  ix<i^'co^pYn<^^y- 

of  Trophonius,  in  which  a  statue  by  Das-  '  Plin.  A\  //.  xxxiv.  67.     A  marble  pede- 

dalos  was  concealed,  and  another  by  Praxi-  stal  was  discovered  in  1879  near  the  portico 

teles  exhibited.     The  cavern  had  an  upper  of  Octavia  in  Rome   with   the  inscription, 

and  lower  chamber,  which  are  still  visible.  *  Opus   Tisicratis  Cornelia  Africanis  Grac- 

Sce  the  curious  description  of  the  eye-witness  chorum.' 

Pausanias,   ix.   27.    3,   and  ix.   29.  3  ;  also  *  Visconti,    Mus.    Pio   Clem,     iii.    224. 

Jahn,  N.  Rhein,  Mus,  ix.  1855,  p.  318.  Brunn,  K.-G,  i.  412. 
*  Tatian,  con,    Grac,  sec.  33  :     koI  new- 
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The  group  stood  inside  a  small  open  temple  with  four  pillars.  The 
well-known  copy  of  this  statue  in  the  Vatican,  though  poor  in 
execution,  is  full  of  human  grace  and  charm  ;  but  it  is  entirely  devoid 
of  the  peculiar  sanctity,  the  JspOtop  rt,  which  the  older  artists  drew 
from  their  own  hearts  and  breathed  like  a  glory  over  even  their 
rudest  works.  We  see  before  us  a  graceful  woman,  but  she  is  no 
more  a  Goddess  than  the  *  Villes  de  France '  in  the  Place  de  la  Con- 
corde.'    Another  noted  work  by  Eutychides  was  his  statue  of  the 

River  Eurotas^  in  which  Pliny,'  borrowing  from  an  epigram,*  as  he 
so  often  does,  says  that  *  art  was  more  liquid  than  the  river  itself.' 
The  fluidity  was  expressed,  as  in  the  divine  Ilissus  of  the  Parthenon, 
by  the  easy  flow  of  the  limbs,  in  which  every  sinew  and  fibre  is 
relaxed,  and  the  whole  frame  dissolved  in  a  luxurious  panther-like 
repose,  which  borders  on  the  self-forgetfulness  of  sleep.* 

Cantharus  of  Sicyon, 

son  of  Alexis,  who  made 

A  statue  ofCratinus^  a  young  wrestler,  said  to  be  the  most  beautiful 
boy  of  his  time. 

Of  the  immediate  pupils  of  Lysippus  by  far  the  most  important 
in  every  way  was 

Chares  of  Lindos, 

sculptor  of  the  Sun-god,  known  as  the  Colossus  of  Rhodes^  one  of  the 
*  seven  wonders  of  the  world.'*  He  followed  the  direction  of  his  great 
master  in  the  endeavour  to  work  upon  men's  minds  by  the  stupen- 
dous size  of  his  works.  The  numerous  accounts  of  the  Colossus  in 
ancient  history  are  for  the  most  part  vague  and  often  contradictory. 


*  The  practice  of  representing  towns  be-  *  The  statue  of  Liber  Paift,  mentioned  by 
comes  very  common  after  this  period.  In  Pliny  among  the  possessions  of  A«iinius 
the  Temple  of  Homer,  built  by  Ptolemy  IV.,  Pollio  as  a  work  of  Eutychides  in  marble^  is 
the  seven  towns  which  claimed  the  honour  of  ascribed  by  Brunn  {Rer.  d.  Km,  baier.  Acad.^ 
his  birth  stood  round  the  poet  (i^lian,  K  Nov.  6,  1880,  p.  486)  to  an  Athenian  artist 
H.  xiii.  21).  of  the  same  name,  who  is  mentioned  in  an 

*  N,  H.  xxxiv.  78.  inscription   (Hirschfeld,    Arch,  Zeit,   1872, 

*  Anthol.  Palat,  ix.   709 :    i  l\  rix^a  tto-  p.  25). 

T«^  avpfirfipiKtv  '  iris  6  wfiaas  x^^^^^  *^  *  Philo  Byzant,  De  SepUm  Mirac.  Afundl, 

fid(uy  a^aros  {fyp6rtpov,  p.  14  ;  a  fabulous  account. 
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Fig.  209. 


Pliny*  tells  us  that  it  took  twelve  years  to  build,  and  that  the  cost, 
which  is  variously  stated  at  300  and  1,300  talents  (70,500/.  and 
375,000/.),  was  defrayed  by  the  sale  of  the  warlike  machines  left 
behind  him  by  Demetrius  Poliorketes  when  he  raised  the  siege  of 
Rhodes  in  Ol.  1 19.  2  (B.C.  303).  The  height  of  the  statue  was  seventy 
cubits  (105  feet),  and  few  men  could  encircle  the  thumb  with  their 
arms.  The  fingers  were  as  big  as 
most  statues,  and  when  it  was 
thrown  down  deep  caverns  yawned 
in  the  broken  limbs,  inside  which 
great  blocks  of  stone  had  been  in- 
serted by  the  artist  to  give  steadiness 
to  his  work.  After  standing  only 
fifty-six  (or  sixty-six  ^)  years,  it  was 
thrown  down  by  an  earthquake,'  and 
the  fragments  remained  on  the 
ground  for  nearly  a  thousand  years. 
There  is  no  foundation  whatever  for 
the  story,so  familiar  to  our  childhood, 
that  the  Colossus  bestrode  the  en- 
trance to  the  harbour  of  Rhodes, 
after  the  manner  depicted  in  many  an  old  print. 

Pliny*  also  mentions  with  approbation  a  Colossal  liead  by  Chares, 
which  was  brought  to  Rome  and  placed  on  the  Capitol  by  P.  Lcntulus. 

Chares  owes  his  chief  importance  in  the  history  of  art  to  the  fact 
that  he  introduced  Sicyonian  art  into  Rhodes,  and  founded  a  famous 
school  of  sculpture  there  the  productions  of  which  we  shall  have 
to  consider  hereafter.  Peloponnesian,  or  rather  Sicyonian,  art  in  the 
Peloponnesus  itself  seems  to  have  come  to  rather  an  abrupt  end  with 
the  school  of  Lysippus.  Among  the  works  in  which  it  is  considered 
that  the  style  of  Lysippus  may  be  traced  is  the  exquisite  bronze  statue 
called  Hermes  reposing  (fig.  209)  in  the  Museo  Nazionale  at  Naples. 


HERMES   REPOSING. 


'  N,  //.  xxxiv.  41. 

'  Scaliger  on  Eusebius^  p.  137,  says  sixty- 
six  years,  agreeing  with  Suidas,  s.  v.  KoXocr- 
o-(icvs,  who  states  that  the  statue  was  set  up 


in  the  reign  of  Seleucus  Nikanor. 
*  Eustah.  ad  Dionys.  Perieg.  504. 
^  A^.  //.  xxxiv.  44. 
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CHAPTER   XLII. 

ARTISTS  AND  WORKS  OF  ART  OF  THIS  PERIOD 
IN  OTHER  PARTS  OF  GREECE. 

The  germs  of  art  which  Nature  scattered  with  so  lavish  a  hand  in 
the  minds  and  hearts  of  the  ancient  Greeks  were  ever  ready  to  spring 
up  in  luxuriant  abundance  whenever  the  sun  of  prosperity  shone  upon 
them.  In  the  period  now  under  review  many  states  of  Greece, 
hitherto  occupying  a  subordinate  position — as  Messene,  Arcadia, 
Achaia,  and  Boeotia— came  suddenly  to  the  front  and  obtained  inde- 
pendence and  political  importance ;  and,  as  a  natural  consequence,  the 
names  of  artists  belonging  to  these  countries  begin  to  appear  in  the 
pages  of  history. 

Messene. 

DamOPIION  of  Messene  flourished  Ol.  io2  (B.C.  372),  and  was 
therefore  contemporary  with  Scopas,  Praxiteles,  and  Lysippus.  Pau- 
sanias,'  who  alone  makes  mention  of  him,  says  that  he  was  the  only 
Messenian  who  produced  works  worthy  of  notice.  We  have  already 
referred  to  him  in  connexion  with  the  Olympian  Zeus  which  he  re- 
stored in  a  masterly  way  when  the  ivory  had  started.  He  chose  his 
subjects  exclusively  from  the  circle  of  the  Gods,  and  his  style  was 
probably  in  accordance  with  the  serious  cast  of  mind  thus  indicated. 
He  evidently  enjoyed  celebrity,  and  his  works  were  set  up  in 
Messene,  Aigion  (Achaia),  and  Megalopolis,  the  new  metropolis 
of  ArcadicL 

'  Pausan.  iv.  31.  10. 
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As  Pausanias,  in  mentioning  the  very  numerous  works  of  Damo- 
phon,  says  nothing  of  the  characteristics  of  his  style,  we  can  spare  the 
reader  the  bare  enumeration  of  the  subjects  which  he  treated.  Al- 
though, as  a  Messenian,  he  was  also  a  Peloponnesian,  he  appears  to 
have  stood  in  no  connexion  with  Peloponnesian  art  His  works  were 
all  of  a  religious  character,  and  it  seems  to  have  been  his  aim  to  raise 
art  into  a  higher  sphere  than  that  into  which  it  had  fallen.  They 
were  executed  not  in  bronze,  but  either  in  marble,  or  in  marble  and 
wood,  as  acroliths,  in  which  marble  took  the  place  of  ivory,  and  the 
wood  was  gilded  to  resemble  the  chryselephantine  statues  of  earlier 
times.  He  seems  to  have  studied  the  best  models  from  earlier 
periods,  and,  as  has  been  suggested,  he  may,  out  of  hatred  to  the 
Spartans,  have  purposely  sought  his  chief  inspiration  and  instruc- 
tion in  Athens.* 

PVRILAMPES  of  Messene,  after  Ol.  102  (B.C.  372),  made  a  statue  of 
a  namesake,  Pyrilampes  of  Ephesus,  who  carried  off  the  prize  in  the 
SoXt^oy  (long  race),  and  of  other  athletes,' 

Thebes, 

which  the  victories  of  the  illustrious  Epaminondas  brought  from  ob- 
scurity into  the  foremost  rank  of  Grecian  states,  appears  in  the  present 
period  to  have  had  schools  both  of  painting  and  sculpture.  An  inscrip- 
tion is  extant  in  which  no  less  than  fifteen  Theban  statuaries  are 
mentioned  together,  probably  associated  in  some  common  work.^  The 
best  known  are  Hypatodouus  and  Aristogeiton,*  who  jointly  exe- 
cuted a  group  of '  tiK  Seven  against  Tfiebes,  which  stood  at  Delphi,  near 
the  wooden  horse  of  Aristophanes,  and  was  an  offering  of  the  The- 
bans  for  their  victory  over  the  Lacedaemonians  at  Oenoe  in  Ol.  96.  3-98. 
2  (B.C.  393-387).*  Hypatodorus  alone ^  made  a  statue  of  Athene  at 
Aliptera  in  Arcadia,  celebrated  for  its  size  as  well  as  beauty,  and  re- 


'  Brunn,   K.-G,  291.     For  a  description  *  Plin.  N,  H.  xxxiv.  50. 

of  his  works  seePausan.  iv.  31.  6;  vii.  23.  5;  *  Pausan.  x.  10,  4. 

viii.  31.  I  ;  viii.  37.  I.  «  Or  jointly  with  Sostratus,  Polybitts  iv. 

*  Pausan.  vi.  3.  13  ;  vi.  15.  i  ;    vi.  i6.  5.  78.     Plin.  N,  H.  xxxiv.  51.     Conf.  Brunn, 

»  Corp,  Insc.  Gr,  1578.     Conf.  Annai,  d,  K.-C,  i.  295. 
Inst,  1848,  p.  48. 
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garded  as  *  one  of  the  grandest  and  most  skilful  works  of  art/  *  Many 
other  Theban  artists  are  mentioned  by  Pausanias,  Pliny,  Diogenes 
Laertius,  and  Tatian,  and  in  inscriptions.  Among  them  are  Hypa- 
todoruSy  Aristogeitotiy  Andron,  Callistonicus^  CaphisiaSy  TheroHy  Timon^ 
Xenocritus^  Eubius^  TheodoruSy  Onasimedes^  Aristoneidas^  A  Icon, 
Boiscus^  &a 

Argos,  formerly  so  important  in  the  history  of  art,  is  represented 
by  a  few  unimportant  names,  Tluodorus^  Phileas  and  Zeuxipfms, 
Xenophilus  and  Straton  and  Andreas. 

Arcadia  is  represented  by  Aristoteles  of  Cleitor? 

Olynthus  by  HerodotuSy  who  made  portraits  of  Phryne^  and 
Glycera, 

Heracleia  by  Baton,  whose  statues  of  Apollo  and  Hcri^  came 
afterwards  into  the  Temple  of  Concord  at  Rome. 

Other  artists  of  this  period,  whose  nationality  is  not  recorded,  are 
mentioned  by  eminent  writers,  but  as  they  have  little  known  con- 
nexion with  the  history  of  art,  we  can  do  little  more  than  give  their 
names. 

Aristodemus^  made  a  statue  oi  ^sop,  and  it  is,  of  course,  possible, 
as  some  maintain,  that  the  well-known  statue  of  the  fabulist  in  the 
Villa  Albani  may  be  a  copy  of  his  work.^ 

Piston  ^  made  statues  oi  Hertnes  and  Aris,  which  were  considera- 
ble enough  to  be  thought  worthy  of  a  place  in  the  Temple  of  Concord 
at  Rome. 

Thrason?  several  of  whose  statues  were  placed  in  the  Temple  of 
Artemis  at  Ephesus,and  among  them  one  of  Penelope^^  afid  her  nurse 
Eurycleia, 

Menestratus^^  was  also  employed  in  the  decoration  of  the  Artemi- 
sion  at  Ephesus,  for  which  he  furnished  statues  of  Heracles  and 
Hecate.  Pliny  speaks  of  these  with  great  admiration,  and  adds  that 
the  vergers  of  the  temple  warned  the  spectators  *  to  spare  their  eyes 


*  Pausan.  viii.  29.  5.  •  Ibid,  86.  Tatian,  con,  Grttc,  Iv.  p.  119. 
'  Brunn,  /.  c.  '  Vide  supra,  p.  486. 

■  Vid.  Epigr.  Anall,  i.  p.  I97,  n.  2,  ap.  •  Plin.  M,  H,  xxjuv.  89. 

Brunn,  K,-G,  i.  p.  420.  •  Ibid,  xxxiv.  91. 

^  Tatian,  con,  Gracos,  liii.  p.  1 1 5.  *•  Brunn,  K.-G.  422. 

*  Plin.  N.  H.  xxxiv.  73  and  91.  "  Plin.  N,  II,  xxxvi.  32. 
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on  account  of  the  radiation  of  light  from  the  marble/  which  seems  to 
indicate  that  the  detestable  practice  of  polishing  the  surface  had  already 
begun. 

Gryllion.  The  name  of  this  artist  occurs  in  the  last  will  of 
Aristotle,  who  directs  that  the  statues  ordered  of  him  should  be  de- 
dicated as  soon  as  they  were  finished.' 

Amphistratus,  Pliny  ^  saw  a  portrait  statue  of  the  historian 
Callisthenes  by  this  artist  in  the  Servilian  gardens  at  Rome.  Am- 
phistratus also  made  an  iconic  statue  of  Cleito^  an  otherwise  un- 
known priestess  or  hetaira. 


Works  of  this  Period  the  Authors  of 

WHICH   ARE   not   KNOWN. 

We  have  been  speaking  lately  of  artists  of  whose  works  we  know 
little  more  than  the  name.  We  have  now  to  consider  many  im- 
portant and  interesting  works  to  which  we  cannot  attach  the  name  of 
any  sculptor.     Among  these  are  statues  of 

AristomencSy^  the  romantic  hero  of  Messene,  to  whom  the  Thebans 
set  up  a  statue  in  the  Stadion  of  Messene  after  the  battle  of  Leuctra 
(B.C.  371).  The  well-known  and  beautiful  statue  ol'  Phocionl  in  the 
Sala  della  Biga,  of  the  Vatican,  has  been  supposed  by  some  to  be  a 
copy  of  this  work. 

Epaminondas  (died  Ol.  104.  3,  B.C.  362),  of  whom  there  were 
statues  not  only  in  Thebes,*  but  in  the  Hierothusion  (temple  of  sacri- 
fice) in  Messene,  where  he  was  held  in  as  great  honour  as  in  his  own 
city,  both  as  second  cekist  (founder)  of  Messene,  and  restorer  of 
Grecian  freedom.® 

Eunomus  of  Locri,  a  famous  harper  of  Magna  Graecia,  represented 
sitting  with  a  cicada  on  his  lyre.  Timaeus  relates  that  Eunomus  con- 
tended for  a  prize  with  Ariston  of  Rhegium  at  the  Pythian  games. 


^  Diog.  Laert.  v.  15.     Aristotle  died  Ol.  •  Tatian,  f.  Grac,  Hi.  p.  114. 

114.  3  (B.C.  322).  *  Pausan.  iv.  32.  6. 

«  N.  H.  xxxvi.  36.    Brunn,  K,-G,  i.  423.  »  Ibid.  ix.  1$.  6.  •  Ibid.  iv.  32.  i. 
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and  came  off  victor  by  the  help  of  a  cicada,  who,  when  one  of  his  chords 
broke  while  he  was  playing,  supplied  the  missing  note  !* 

Diogenes  the  Cynic  (t  Ol.  1 14.  2,  B.C.  320),  represented  in  the  form 
of  a  dog,  in  Parian  marble,  on  the  top  of  a  pillar.  At  a  later  period 
the  Corinthians  honoured  him  with  twenty  bronze  statues,  with  the 
inscription — 

ri7pa<ricci  Koi  xvlKko^  vno  xpovov  *  aikXa  vo¥  oijTi 
Kv^oi  6  na^  ala>v  Aioyci^cr  ica^rXci 
fxovuos  yap  fiiorrjs  avrdpKta  d6(au  cBcif  ar 
Btnjrois  jcai  (turjt  oi/iov  r*Xa^poran/v.' 

To  one  of  these  may  perhaps  be  referred  the  excellent  statue  of  the 
Cynic  in  the  Villa  Albani.^ 

Aristotle  (t  Ol.  114.  3,  B.r,  321),  This  statue  was  offered  at 
Olympia  *  by  some  disciple,  or  some  general,  on  account  of  the  in- 
fluence exercised  by  the  Stagyrite  philosopher  over  Antipater,  and 
previously  over  Alexander  the  Great/*  The  seated  figure  o{ a philo- 
sop/ierin  the  Villa  Spada  at  Rome  is  supposed  to  be  a  copy  of  this  work.* 

Anacreon.  The  very  striking  and  interesting  statue  known  under 
this  name  in  t/ie  Villa  Borgluse  at  Rome  probably  belongs  to  this 
period,  although  we  find  no  mention  of  it  in  ancient  literature.  It 
was  found  on  Monte  Calvo,  in  the  Sabine  land,  in  the  year  1835. 
The  name  of  Anacreon  is,  of  course,  -arbitrarily  given,  but  with  the 
consent  of  all  who  have  made  it  the  subject  of  careful  study,  and  its 
similarity  to  the  figure  on  a  coin  of  Tcos  tends  to  justify  this  appellation. 
The  poet,  somewhat  corpulent  in  figure,  as  becomes  his  character  of 
bon  vivanty  is  comfortably  seated  in  an  armchair  with  his  feet  crossed. 
He  is  dressed  in  a  mantle  of  thick  and  soft  material,  and  wears 
richly  ornamented  sandals,  all  of  which  contribute  to  the  general 
effect  of  graceful  luxurious  abandon.  The  eyes,  which  were  probably 
of  precious  stone,  are  wanting,  and  only  the  movement  of  the  upper 
part  of  the  body,  and  the  position  of  the  right  arm,  show  the  pas- 
sionate excitement  of  which  the  poet  is  capable.     The   artist   has 


'  Strabo,   vi.    260.      Casaubon.   ad    loc,  *  Clarac.  iWi/j.  </.  A*,  v.  pi.  842,  No.  2111. 

Clem.  Alex.   Protrept.  i.  and  i^ilian,  Hist.  *  Pausan.  vi.  4.  8. 

An.  V.  9.     Conf.  Anth.  Grac.  iv.  48,  57.  »  Clarac.  843,  848,  No.  2139. 

»  Diog.  Laert.  vL  78. 
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wisely  avoided  giving  great  prominence  to  the  erotic  character  of  the 
man,  which  is  only  ridiculous  or  offensive  in  age.  Nor  was  Anacreon 
a  weak  and  vulgar  sensualist ;  he  was  a  poet  and  a  man  of  taste, 
whose  intellect  was  not  altogether  engulphed  in  the  storm  of  passion  ; 
and  as  such  he  is  represented  here.^  Brunn  ^  ascribes  this  statue  to 
Cresilas,  the  contemporary  of  Pheidias,  partly  on  the  ground  that  Pau- 
sanias*  saw  a  statue  of  Anacreon  in  the  Acropolis  of  Athens  ;  but  this 
is  described  as  the  figure  of  a  man  singing  in  a  state  of  intoxication, 
which  hardly  suits  the  Borghese  figure. 

Tyrtceus,  Another  statue  of  a  poet  in  the  Villa  Borghese,  known 
under  the  name  of  Tyrtaeus,  was  discovered  at  the  same  place  and 
time  as  the  *  Anacreon.'  The  arms  were  missing,  but  the  restorers 
were  probably  right  in  placing  a  lyre  in  the  left  hand,  and  the  plektron 
in  the  right,  with  which  he  is  on  the  point  of  striking  the  chords. 
The  figure  is  nearly  nude,  and  the  end  of  the  mantle  is  thrown  back 
over  the  shoulder  so  as  to  leave  the  right  arm  free.  The  whole  air  of 
the  poet  is  serious  and  even  solemn,  and  were  it  not  for  the  nudity 
we  might  think  with  Brunn  that  Pindar  and  not  Tyrtaeus  was  meant. 
The  work  is  probably  a  Roman  copy  of  a  Greek  original  of  this  age. 

T/ie  Lion  at  Chceroneia,  It  was  customary  in  ancient  times  to 
place  the  image  of  a  lion  over  the  grave  of  fallen  warriors.  The 
lion  in  question  was  set  up  by  the  Thebans  over  the  grave  of  Grecian 
liberty  at  Chaeroneia.  The  figure  of  the  noble  beast  is  grandly  con- 
ceived and  skilfully  executed.  The  head,  which  is  expressive  of 
suppressed  wrath,  is  especially  fine.  The  fragments  are  still  in  situ, 
and  there  is  every  prospect  that  this  interesting  work  will  soon  be 
completely  restored.* 

The  Lion  of  Cnidos  brought  by  Mr.  Newton  from  Cnidos  in 
Caria,  and  now  in  the  Brit.  Mus.  It  is  generally  allowed  to  be  the 
finest  representation  of  the  king  of  beasts  in  the  whole  range  of  plastic 
art,  and  is  considered  by  some  writers  to  be  connected  with  the  naval 
victory  of  Conon  over  Pisander  at  Cnidos.* 

The  Demeter  of  Cnidos  (fig.  210).     The  statue  of  a  female  with 


»  Friederichs*  Baust,  p.  297.  *  Welcker,  Alte  Dmkm,  v.  62,  Taf.  4. 

*  Annal.  d.  Inst,  1859,  p.  155.  »  Newton,  Cnidus  and Branchida^  pi.  61. 

•  i.  25.  2,  I. 
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Fig.  210. 


veiled  head,  seated  in  a  chair,  was  discovered  by  Mr.  Newton*  in  the 
temenos  of  a  sanctuary  of  Demeter   and    Persephone  at  Cnidos  in 
1850,  and  immediately  recognised  as  the  great  Goddess  herself.*    The 
chief  beauty   of  this   work  is  a   comparatively  rare  one   in  Greek 
plastic  art,  viz.  beauty  of  expression  in  the  face,  in  which  it  is  only 
surpassed  by  the  Niobe,     We  see  in  it  the  deep  and  settled  melancholy 
caused  by  the  absence  of  a  beloved  object — the  sweet  sad  yearning 
look  of  the  bereaved  mother.     The  paroxysm  of 
grief,  the  loud  cry  pressed  from  the  heart  by  the 
sudden  weighty  calamity,  has   died  away,  and  is 
succeeded  by  an  expression  of  submissive,  hopeless, 
sadness  far  more  pathetic  than  the  loudest  expres- 
sion of  grief     It    is  in    this  face,  still   beautiful, 
though  no  longer  young,  that,  as   Brunn  remarks, 
.  *  Classic    and    Christian    art,    the    central    female 
'  figures  of  Greek  mythology  and  Christianity,  the 
Demeter  and  the  Madonna,  meet.*^     The  figure  of 
the  Goddess,  and  her  drapery,  which  consists  of 
the  peplos  over  the  talaric  chiton,  are  so  inferior  to 
the  face  in  style  that  we  can  hardly  believe  them  to 

be  by  the  same  hand.     The  head-dress  is  plain  and 

DEMETER  OF  CNIDOS.   simplc,  as  bcst  suits  the  self-forgetfulness  of  grief* 


*  Discav,  in  Halicam,  &=€.   vol.   ii.  part 

2.  p.  377. 

'  Demeter,  says  Clemens  Alex.  {Cohort  ad 
GenleSj  i.  p.  50,  ed.  Potter),  may  be  re- 
cognised kirh  rris  ffvfi^opas,  Conf.  Preller, 
Demeter ^  P«  9i' 


■  Our  cut  gives  no  idea  of  the  touching 
beauty  of  the  face.  The  original  in  the  BriL 
Mus.  must  be  seen. 

*  Vid.  Brunn,  *  Demeter  of  Cnidos,*  in 
Transactions  of  Royal  Soc.  of  Literature^ 
vol.  xi.  new  series. 
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CHAPTER   XLIII. 

LYCIAN  ART      THE   NEREID   MONUMENT  OF 
XANTHOS, 

In  the  year  1838  Sir  Charles  Fellows  discovered,  about  half  a  mile  to 

the  east  of  the  Acropolis  of  Xanthos,   in   Lycia,  a  very  remarkable 

structure  33   feet  long  by 

^^  ^      ^  Fig.  211. 

22  feet  broad,  composed  of 

massive  blocks  of  scaglia, 
the  stone  of  the  country. 
In  the  immediate  neigh- 
bourhood of  this  solid  ba- 
sis, which  resembles  other 
buildings  found  in  Lycia, 
lay  the  architectural  mem- 
bers of  a  small  Greek  tem- 
ple, and  fragments  of  stat- 
ues and  reliefs  with  which 
it  had  been  ornamented. 
From  these  d^briSy  mingled 
in  utter  confusion.  Fellows 
reconstructed  an  elegant 
Ionic  temple  or  heroon, 
surrounded  on  all  sides  by 

^       .   ,    .       .  .  NEREID   MONUMENT   RESTORED. 

pillars,  of  which  the  above- 
mentioned    substructure    formed    the    lofty   basis.^      The    architect 
Falkener  also  made  a  reconstruction  based  on  very  accurate  measure- 
ments, which  differs  in  some  respects  from  that  of  Sir  Charles  Fellows, 


*  Fellows,  ^  Ionic  trophy  monument  of  Xanthos,  "* 
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and  is,  on  the  whole,  to  be  preferred.*  Both  the  material  of  this  inter- 
esting structure  (probably  Parian  marble)  and  the  art  by  which  it  is 
adorned  are  foreign  to  the  soil  of  Lycia,  and  its  plastic  ornament, 
especially,  offers  many  singular  and  difficult  problems  to  the  anti- 
quary and  the  artist  The  sculptures  with  which  the  Xanthian 
heroon,  or  sepulchre,  was  so  lavishly  ornamented  are  for  the  most 
part  in  the  British  Museum,  and  consist  of: 

I.  Fragtnents  of  two  Peditnental  groups  in  alto  rilievo.  The 
eastern  pedunent,  of  which  more  than  half  is  preserved,  contained 
figures  of  Zeus  with  a  long  sceptre,  ««^ //if/-/,— lifting  her  veil,  as  usual, 
— sitting  on  their  thrones  and  surrounded  by  other  Gods.  The  latter, 
probably  A  tliiniy  Apollo,  H^bi,  Hephcestus,  are  standing,  and  before  them 
are  youths  and  maidens,  in  decreasing  size  to  fit  the  triangular  frame, 
who  approach  with  prayers  and  offerings.  In  the  comer  is  the  figure 
of  a  crouching  dog. 

The  subject  of  tlie  western  pediment,  of  which  we  have  also  only 
half,  seems  to  have  been  a  battle  in  which  both  infantry  and  cavalry 
zuere  engaged,  judging  from  the  remains  of  the  foreleg  of  a  horse 
which  crosses  the  shield  of  a  kneeling  foot  soldier  ; 

II.  Of  ten  draped  female  statues,  smaller  than  life,  purely  Greek  in 
conception  and  execution ;  several  fragments  of  figures  similar  to  the 
ten,  and  of  others  of  a  smaller  size.  As  the  heads  have  been  pur- 
posely and  utterly  destroyed  by  Christian  Iconoclasts,'  we  derive  no 
aid  in  the  interpretation  of  these  beautiful  statues  from  the  expression 
of  their  faces  ;  but  their  attitudes  plainly  indicate  the  extremity  of 
wild  hurry  and  alarm.  The  name  of  Nereids  has  been  given  them 
with  almost  universal  consent  on  account  of  the  fish,  crab,  mussel,  and 
seabird  between  their  feet,  and  their  moist  clinging  garments.  The 
original  discoverer  indeed,  relying  on  the  opinion  of  Mr.  Benjamin 
Gibson,'  was  inclined  to  see  in  them  repetitions  of  the  same  person, 
perhaps  Aphrodite,  representing  the  ten  cities,  Cos,  Cnidos,  Miletus, 
&c.,  which  he  thinks  are  indicated  by  the  marine  animals,  since  the 
same  emblems  arc  seen  on  coins  of  these  countries  : 


*  Falkener,   *  Tlie  Ionic  Heroum  of  Xan-      than  thirty  heads  of  statues  were  found  in  a 
thos,^  Class.  Mus.  of  Aniiq,  1851,  p.  256.  well  near  Smyrna. 

*  Sir  C.  Fellows  says  that  in   1846  more  *  Paper  read  before  Royal  Soc  of  Antiq. 

1848. 
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III.  Ol  six  smaller  figures,  which  Fellows  places  on  the  top  of  the 
pediment  because  they  are  equally  weather-beaten  on  all  sides  ; 

IV.  Of  fragments  of  tivo  (or  as  some  think  four)  Friezes,  one  of 
which,  3  feet  4  inches  in  height/  was  just  above  the  plinth,  or  slightly 
projecting  base,  of  the  substructure  ;  and  the  other,  i  foot  3  inches  in 
height,  at  its  upper  edge,  just  under  the  cornice.  The  third  and  fourth 
friezes,  if  they  really  belonged  to  the  building,  would  be  in  the  archi- 
trave— just  above  the  pillars  of  the  little  temple,  or  heroon — and  on  the 
wall  of  the  cella  respectively.     Besides  these  were  found 

V.  Four  or  five  Lions,  of  excellent  workmanship,  crouching  for  a 
spring ; 

VI.  Three  figures  of  boys,  which  Fellows,  somewhat  fancifully, 
takes  for  Carus,  Lydus,  and  Mysus,  legendary  founders  of  their  re- 
spective states,  whom  he  places  as  a  group  on  the  apex  of  the  pedi- 
ment. 

The  situation  of  the  two  friezes  which  adorned  the  basement  is 
clearly  indicated  by  the  vacant  places  in  which  they  were  inserted. 
The  position  of  the  Nereids  is  less  easily  determined.  Fellows  and 
Falkener  place  them  in  the  intercolumnia,  and  as  Akroteria  above 
the  corners  of  the  gable.  These  figures,  as  we  have  said,  are  in  the 
highest  style  of  Greek  art,  and  remind  us,  in  the  passionate  energy  of 
their  movements,  of  the  Maenads  and  Niobids  (?)  of  Scopas,  In  the 
tender  elegance  of  their  forms  they  breathe  the  spirit  of  the  younger 
Attic  school.  The  treatment  of  the  drapery,  which  clings  so  closely 
to  the  figure  as  to  conceal  nothing  of  its  fair  proportions,  is  in  the 
characteristic  style  of  the  best  period,  and  makes  it  difficult  to  avoid 
the  conclusion  that  they  were  imported  direct  from  Athens  itself 
Urlichs  goes  still  farther,  and  assigns  them,  not  only  to  the  Attic 
school,  but  to  a  particular  artist — Bryaxis.  The  same  genial  writer 
explains  the  presence  of  these  sea  nymphs  by  supposing  that  they 
have  been  roused  from  the  '  sacred  groves '  and  grottoes  in  the  depths 
of  ocean  by  the  din  and  tumult  of  the  fight.  Many  objections* 
may  be  made  to  this  theory,  but  no  better  has  as  yet  been  broached. 
The  essentially  and  exclusively  Greek  character  of  these  statues  is 


'  Overbeck,  Ges.  d,  Plastik,  ii.  132. 


Digitized  by 


Google 


504  L  YCIAN  ART, 


the  more  remarkable  because  the  Xanthian  sculptures  generally,  and 
even  the  friezes  of  this  very  monument,  show  a  large  admixture  of  a 
foreign  element.  The  broader  frieze  over  the  plinth  represents  a  battle 
of  infanttyy  in  which  a  few  horsemen  appear,  probably  as  leaders. 
From  the  length  of  the  under  garment  we  see  that  they  are  Ionian 
Greeks,  though  their  equipment  is  in  other  respects  like  that  of  the 
hoplites  of  the  mother  country.  There  are  also  a  few  Persians  in 
sleeved  tunics  and  Phrygian  caps.  The  fight  is  waged  with  all  the 
movement  and  fire  which  we  have  seen  in  the  Phigaleian  friezes,  but 
with  this  important  difference,  that  it  is  a  real  battle  of  disciplined 

Fig.  212. 


NEREID   MONUMENT.       FRIEZE   NO. 


soldiers  clad  in  the  costume  of  the  day,  and  has  more  of  a  military  than 
a  heroic  character  (fig.  212).  Yet  though  the  prosaic  details  detract 
considerably  from  its  ideality,  the  whole  tone  and  feeling  of  the  work 
— the  noble  and  graceful  proportions  of  the  figures — the  rhythm  and 
balance  of  the  groups — the  faithful  adherence  to  the  laws  of  the 
relief  style — the  sharply  cut  folds  and  flowing  lines  of  the  drapery — all 
breathe  the  purest  spirit  of  Greek  art.  The  situations  are  con- 
ceived and  executed  with  extraordinary  boldness  and  skill.  There 
are  horsemen  and  horses  which  can  vie  in  grace  and  beauty  with 
those  of  the  Parthenon  frieze,  while  such  difficult  subjects  as  a  fallen 
horse,  and  a  rider  stretched  on  the  back  of  his  charger,  are  handled  with 
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a  mastery  surpassing  that  which  we  have  admired  in  the  Phiga- 
leian  marbles.  It  contains,  too,  many  very  interesting  groups  ;  many 
faces  in  which  the  strongest  passions  and  feelings  are  depicted — anger, 
pain,  despair,  and  even  sympathy  and  pity. 

The  narrower  frieze  at  the  upper  edge  of  the  basis  is  almost  en- 
tirely preserved,  and  is  far  less  Greek  in  spirit  than  the  one  just 
noticed.  In  some  parts  it  descends  to  a  very  low  degree  of  prosaic 
realism,  as  in  the  slab  on  which  troops  are  represented  in  perspective 
marching  as  if  on  parade,  and  evidently  keeping  step  !  We  have  here 
a  reminiscence  of  Assyrian  formalism,  and   an   anticipation  of  the 

Fig.  213. 


NEREID   MONUMENT.       FRIEZE   NO.    2. 


prosaic  emptiness  and  dreariness  of  Roman  art.  Each  side  of  this 
lower  frieze  seems  to  contain  an  independent  picture,  though  they  all 
stand,  of  course,  in  general  connexion  with  one  another.  On  the  N. 
side  a  battle  is  raging  between  similarly  armed  Ionian  troops^  who 
stand  in  close  ranks  towards  the  corners,  while  they  break  up  into 
single  combats  in  the  centre.  Even  here  pathetic  situations  are  not 
wanting,  but  as  a  whole  the  motif  is  dry,  prosaic,  and  Roman.  On 
the  opposite  or  soiitk  side  of  the  frieze  the  composition  is  still  more 
offensively  realistic.  A  battle  is  going  on  before  the  town^  and  in  a 
space  of  about  one  foot  in  height  we  have  a  triple  wall,  the  towers  of 
which  rise  one  above  another,  and  between  which  appear  t/ie  lielmeted 
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fiends  of  the  defenders^  or  tlie  faces  of  wailing  women,  nearly  as  big 
as  the  towers  themselves  (fig.  2 1 3).  On  the  other  side  of  the  town 
another  action  is  going  on,  and  a  fragment  from  the  extreme  end  of 
the  frieze  shows  a  man  with  a  sack  on  his  shoulders.  In  front  of  the 
town  is  a  donkey  with  its  driver.  In  another  part  a  parley  is 
being  carried  on  between  a  troop  of  soldiers  and  the  defenders  on 
t/te  walls,  who  bend  down  to  listen  to  what  the  soldiers  say.  It  would 
seem  that  auxiliaries  and  stragglers  are  seeking  admittance  within 
the  walls. 

The  frieze  at  t/ie  E,  end  of  the  building  represents  tlu  storming  of 
t/ie  gate  by  the  help  of  ladders,  which  the  soldiers  are  ascending  with 
naked  feet.  In  another  part  of  the  relief  a  number  of  men  in  loose 
robes,  bearded  and  barelieaded,  are  led  bound  into  captivity. 

Tlu  frieze  on  the  IV.  side  is  half  filled  by  a  town,  apparently  de- 
serted and  desolate,  behind  the  wall  of  which  rises  a  sepulchral  stiliy 
of  a  form  peculiar  to  Xanthos,  crowned  by  a  Sphinx  and  a  Lion.  In 
the  centre  is  tlie  victorious  Persian  general,  in  whose  honour  the 
heroon  was  erected,  seated  on  a  throne.  Above  his  head  a  parasol 
is  held  as  a  mark  of  his  rank,  as  in  Assyrian  reliefs.  Behind  him 
is  his  guard  of  Itonour,  and  before  him  are  two  old  men,  who  are  pro- 
bably surrendering  the  town  ;  towards  the  extremity  of  the  frieze 
prisoners  are  being  led  away. 

Many  attempts  have  been  made  to  connect  the  Nereid  monument 
with  a  definite  historic  event.  The  earliest  theory  of  Fellows  and 
others  referring  it  to  the  taking  of  Xanthos  by  Harpagus,  about  547 
B.C.,  may  be  dismissed  as  untenable,  for  the  scenes  on  the  friezes 
correspond  in  hardly  any  respect  with  the  relation  of  Herodotus.' 
Wclcker '  thinks  that  it  commemorates  the  rising  of  the  Cilicians  against 
the  Persians  under  Evagoras,  who  was  defeated  by  the  Persian  Com- 
missary residing  at  Xanthos,  in  Ol.  98.  2  (B.C.  387).  Urlichs,'  on  far 
better  grounds,  sees  in  it  the  incidents  of  a  war  carried  on  in  01.  102 
(b.c  372)  by  the  Xanthians,  under  a  Persian  leader,  against  Tel- 
messos,  a  Lycian  town  on  the  sea  coast,  north-west  of  Xanthos.     This 


•  i.  176.  '  Verh.d.  XIX.  Philologen  Versammlung^ 

'  In  O.  Muller*s  Handb.  d.  Arch.  p.  129.       Braunschweig. 
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expedition  is  described  by  the  Chian 
historian  Theopompus  in  words  which 
suit  admirably  with  the  scenes  of  the 
friezes. 

The  so-called  Pillar  frieze  of  the 
heroon,  which  is  also  in  the  British 
Museum,  represents  the  offering  of  gifts 
— clothes^  horses^  &c. — to  a  satrap  ;  and 
in  other  parts  a  Bear  and  ^oar  hunt 
(fig.  214),  and  a  Battle  between  cavalry 
and  infantry. 

The  subject  of  the  Cella  frieze  is  a 
Funeral  feast ^  at  which  the  guests  are 
seen  reclining  on  couches,  regaling 
themselves  with  wine  and  music  ;  while 
in  another  part  a  Sacrifice  of  rams 
and  goats  is  being  performed.  The 
composition  of  these  reliefs  is  poor 
and  empty,  and  the  figures  so  ignoble, 
as  compared  with  those  of  the  other 
friezes,  that  we  feel  the  greatest  re- 
pugnance to  placing  them  in  the  same 
building. 

The  chief  difficulty  in  the  interpre- 
tation of  this  interesting  monument  is  to 
find  the  connexion  between  the  Nereid 
figures  and  the  Reliefs,  from  which 
they  differ  so  widely,  especially  in  the 
nature  of  the  subjects  pourtrayed.  We 
must  remember,  however,  that  we  are 
no  longer  on  Grecian  soil,  but  in  Asia, 
in  a  province  in  which  Greek  and 
Oriental  elements  either  mingled,  or 
maintained  themselves  side  by  side  in 
complete  independence.  In  the  purely 
Greek  ideal  character  of  the   Nereids 
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we  see  the  Attic  artist  following  the  guidance  of  his  own  fertile 
genius,  and  embodying  his  ideas  in  absolute  freedom  from  all  foreign 
influences.  In  the  friezes,  or  at  least  the  broader  lower  frieze,  of 
the  basis,  we  see  the  same  magic  Ariel  spirit,  not  sporting  at  its  own 
sweet  will  in  the  realms  of  fancy,  but  performing  piecework  in  bitter 
bondage,  constrained  *  to  the  strong  bidding  task,'  stooping  to  pour- 
tray  the  common  deeds  of  men  in  common  guise. 

The  discoverer  of  this  very  interesting  monument  of  Greek  art 
modified  by  Asiatic  influences  dates  the  sculptures  as  early  as  500 
B.C.,  and  thinks  that  the  sculptors  of  the  Parthenon  and  Phigaleian 
reliefs  are  *  convicted  of  plagiarisfn'  and  that  Pericles,  wishing  to 
adorn  Athens,  sent  to  Asia  Minor  for  workmen.  *  This  monument^ 
he  adds,  *  would  indicate  the  employment  of  lonians  as  designers  of  the 
finest  of  A  ttic  works  ! '  ^ 

We  can  only  account  for  an  opinion  so  little  in  accordance  with 
history  by  regarding  it  as  one  of  the  many  instances  in  past  and 
present  times  of  the  exaggerated  value  attached  by  discoverers  to 
their  own  discoveries. 


*  Fellows'  'Account  of  the  Ionic  Trophy  Monument.* 
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CHAPTER   XLIV. 

ART  UNDER  THE  DIADOCHI  {SUCCESSORS  OF 
ALEXANDER). 

Pliny  makes  the  somewhat  startling  observation  that  Greek  art 
ceased  about  Ol.  120  (B.C.  300),  and  revived  again  in  01.  156  (B.C. 
156).  He  is  probably  speaking  more  particularly  of  casting  in 
bronze ;  but  in  no  sense  can  we  look  on  this  positive  statement  as 
literally  correct.  It  is  quite  true  that  little  was  done  in  this  interval 
in  Athens  or  Sicyon  of  sufficient  importance  to  attract  the  notice  of 
historians  ;  but  the  sons  of  Praxiteles,  and  the  younger  associates  of 
Scopas,must  have  lived  and  worked  on,  though  in  comparative  obscurity 
and  *  without  the  sacred  bard/  The  date  fixed  for  the  revival  of  art 
may  be  accounted  for  by  the  fact  that  writing  on  this  subject  began 
again  in  the  last  century  of  the  Roman  Republic,  at  the  very  time 
when  Greek  art  attained  complete  ascendancy  in  Rome.  We  know 
but  little  of  the  state  of  art  under  the  Diadochi,  because  the  Roman 
writers  found  no  Greek  sources  for  this  period,  as  they  had  for 
earlier  ones.  Instead  of  directing  their  attention  to  the  artists  of 
the  immediately  preceding  generation,  they  preferred  to  connect 
the  Renaissance  of  sculpture  with  the  brightest  days  of  Greek 
art,  and  passed  over  the  mediocrities  of  the  period  of  the  Diadochi 
in  silence.* 

Yet  in  one  very  real,  and  very  sad,  sense  Greek  art  did  cease  at  the 
period  fixed  by  Pliny,  inasmuch  as  it  ceased  to  ^^«;— ceased,  that 
is,  to  invent  and  originate.     With   Lysippus  and  his  school  it  had 


*  Brunn,  /C.-G.  504.     *  The  Romans  found  no  Greek  sources  to  draw  from  respecting 
this  period  of  art-history,  * 


Digitized  by 


Google 


5IO  ART  UNDER   THE  DIADOCHL 


attained  its  full  development  in  every  direction,  and  could  henceforth 
only  slowly  decline  and  die. 

The  majestic  figure  and  brilliant  exploits  of  Alexander  the  Great 
are  apt  to  conceal  from  us  the  disastrous  change  which  was  wrought 
on  Greece  by  its  subjugation  to  the  Macedonians.  It  is  true  that 
Alexander  was  a  lavish  patron  of  art,  and  it  may  seem  strange  at 
first  sight  that  the  patronage  of  an  Alexander  should  not  have  the 
same  effect  upon  its  character  as  the  patronage  of  a  Pericles. 
But  the  reason  soon  appears.  The  requirements  which  a  despot 
makes  on  the  artist  are  essentially  different  from  those  of  the  most 
powerful  citizen  of  a  free  and  independent  state.  Pericles,  we  know, 
was  prosecuted  for  allowing  his  portrait  to  be  secretly  introduced  into 
the  relief  on  the  shield  of  the  Parthenon ;  Alexander  from  his  very 
childhood  was  the  subject  of  Lysippus*  chisel,  and  claimed  to  be 
himself  a  God.  Yet  during  the  short  life  of  Alexander,  the  pupil 
of  Aristotle,  and  in  the  hands  of  Lysippus,  who  drew  his  inspira- 
tion from  pure  Greek  sources,  plastic  art  retained  something  of  its 
former  dignity.  The  early  death  of  Alexander  led,  as  we  know,  to  a 
long  and  internecine  conflict  among  his  generals,  during  which  the 
artist  appears  to  have  had  no  higher  function  than  that  of  setting  up 
statues  to  the  latest  victor.  Thus  Athens,  in  its  degraded  state, 
erected  360  statues  of  Demetrius  Phalereus,  which  soon  gave  place  to 
golden  images  of  his  conqueror,  Demetrius  Poliorcetes.  It  is  by 
reading  the  history  of  this  extraordinary  man  that  we  learn  to  fathom 
the  depth  of  meanness  and  servility  into  which  the  Athenians  had  sunk. 
After  driving  out  Demetrius  Phalereus,  who  had  for  many  years  ruled 
Athens  with  moderation  as  satrap  of  Cassander,  Poliorcetes  pro- 
claimed the  freedom  and  autonomy  of  Athens.  Whereupon  he  was 
received  into  the  city  with  the  most  extravagant  manifestations  of  joy 
by  the  vile  herd  who  dared  to  call  themselves  Athenians.  They 
hailed  him  and  his  father  Antigonus,  not  only  as  kings,  but  as  Gods 
and  Saviours.  Their  names  and  exploits  were  woven  with  those  of 
Zeus  and  Atliini  into  t/te  peplos  offered  to  the  Virgin  Goddess  at  the 
Panatlienaic  festival.  A  decree  was  passed  that  whenever  Poliorcetes 
visited  Athens  he  should  receive  the  same  honours  as  Dem^t^r  and 
Dionysus.     Nay,  so  lost  were  they  to  all  national  pride,  to  all  sense  of 
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religion  and  morality,  that  they  introduced  this  rude,  licentious  free- 
booter into  their  holy  of  holies — the  cella  of  the  Parthenon — and 
allowed  him  to  hold  his  beastly  revels  in  the  very  innermost  chamber 
of  the  Virgin  Goddess.  It  is  impossible,  even  at  this  distance  of  time, 
to  read  these  records  of  shame  without  a  blush  of  indignation.  There 
is  no  part  of  the  religion  of  ancient  Greece  which  more  deserves  our 
reverence  than  the  Eleusinian  mysteries,*  of  which  iEschylus*  prayed 
to  Dem^ter  *  to  be  made  worthy  ;  *  into  which  even  a  Cicero  thought 
it  an  honour  to  be  initiated  ;  and  yet  the  Athenians  were  base 
enough  to  pass  a  special  law  to  enable  Demetrius  to  receive  the 
initiation  into  these  sacred  rites  at  an  unusual  time  of  the  year. 
And  this  was  done  only  some  thirty  years  after  the  battle  of  Chae- 
ronaea !  For  the  wretched  slaves  who  had  crouched  before  the  frown 
of  a  dozen  masters  since  their  sires  had  fallen  with  their  faces  to  the 
foe  there  was  no  God  but  force.  There  is,  in  the  whole  range  of 
literature,  no  more  pitiable  expression  of  blank  infidelity,  of  mean 
and  cowardly  and  self-despairing  feebleness  and  imbecility,  than  the 
Ithyphallic  hymn  which  they  addressed  to  Demetrius,  on  his  en- 
trance into  Athens  in  302  B.C.,  at  the  time  of  the  Eleusinian  mys- 
teries : — 

*12  roO  KpaTiarov  nai  Ho<r€ib«i>vos  Btov 

X«tpc  K  * A<f>podiTTjf, 

SXXoi  fi€v  fj  fuucpav  yap  antxovfTiv  6«oi 

^  ovK  iixova-iv  ira 

$  OVK  (la-Lvj  fi  ov  'npoa-txova-iv  rffiiv  ovbi  c v  * 

0€  bi  irapovff  opafitv 

ov  ^I'Xti'ov,  ovd€  \l6iV0Pf  aXX*  oKriBivbv 

tvx6fi€a-Ba  dfj  croi.* 

To  thee  we  pray  ! 

Hail  O  son  of  the  most  powerful  God  Poseidon 

And  of  Aphrodite, 

For  other  Gods  are  afar  off 

Or  have  no  ears 

Or  do  not  exist,  or  care  nothing  for  us  ; 

But  thee  we  see  in  person, 

Not  made  of  wood  or  marble,  bat  in  real  existence. 

*  Thus  sang,'  adds  Athenaus,  *  not  only  in  public,  but  at  home  in 


'  See  Ij^noxm^cciiiti  Contemporary Hcview^  *  Arisloph.  JRan.  v.  837. 

May  1880.  '  Quoted  by  Alhenoeus,  vi.  2,  54. 


Digitized  by 


Google 


512  ART  UNDER   THE  DIADOCHL 

private,  the  warriors  of  Marathon,  who  had  put  to  death  him  who 
made  obeisance  to  the  king  of  the  Persians/  *  When  we  read  that 
such  things  were  done  in  the  city  of  Pericles,  can  we  wonder  that  in 
the  city  of  Pheidias  not  a  single  sculptor  arose  in  this  shameful 
period  who  is  thought  worthy  of  mention  ? 

But  the  tumult,  strife,  and  disorder  which  followed  immediately 
on  the  death  of  Alexander  were  at  last  succeeded  by  the  reign  of 
order  under  Antigonus,  Ptolemy,  Seleucus,  and  Lysimachus,  who 
divided  the  vast  unwieldy  empire  of  their  master  into  Graeco-oriental 
monarchies.  Most  of  them  favoured  the  arts — that  is,  they  took  them 
into  their  service,  and  employed  them  to  adorn  their  regal  state,  and 
blazon  their  deeds  to  an  admiring  world.  But  the  lavish  patronage 
of  these  monarchs  produced  no  good  or  permanent  results.  The 
resources  of  art  were  wasted  on  the  production  of  works  which  were 
at  once  colossal  and  costly,  ephemeral  and  worthless.  Alexander 
himself— who,  though  a  Greek  in  intellect  and  force  of  character,  was 
a  barbarian  in  disposition  and  taste — set  the  worst  example,  in  the 
splendid  Funeral  pyre  and  bier  of  HepkcestioUy  by  the  adornment 
of  which  he  sought  to  express  his  grief  at  the  death  of  the  chosen 
companion  and  friend  of  his  youth.  By  this  extraordinary  struc- 
ture he  determined  to  throw  all  preceding  works  of  the  same  kind 
into  the  shade,  and  to  leave  to  posterity  no  possibility  of  surpassing  it. 
It  was  adorned  with  chyselephantine  statues  five  cubits  high,  golden 
lions  and  bulls,  and  a  golden  Centauromachy^  probably  in  relief,  at  a 
cost  of  1 2,000  talents,  and  then  burned  ! 

Of  the  same  nature  was  the  Funeral  Car  of  Alexander  himself, 
which  Arrhidaeus  resolved  should  surpass  all  others,  not  only  in  cost, 
but '  in  the  excellence  of  the  art '  employed  in  its  decoration.* 

Of  the  same  merely  decorative  character  were  the  gigantic  and 
gorgeous  Ship  of  Hiero  IL  of  Syracuse,  Ol.  137  (B.C.  232),  in  the 
construction  of  which  the  great  Archimedes  took  part,  and  which  con- 
tained a  splendid  mosaic  floor,  on  which  the  story  of  the  Iliad  was 


*  This  was  in  Athens,  which  the  Pythian  *  Plin.  N.  H,  xxxiv.  48.     Urlichs,  Ckres- 

Apollo  called  ktrria,  t^j/EAA«1«oj,  and  Theo-       torn.  Plin,  p.  315. 
pompus  ITpuTaKCiOV  'EAA«(dos  ! 
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depicted  ;*  the  Ship  of  Ptolemy  IV?  (B.C.  224-204,  Ol.  139-144), 
303  feet  in  length,  the  chief  cabin  of  which  was  adorned  with  pillars 
of  cypress  wood  with  Corinthian  capitals  of  ivory  and  gold,  and 
a  frieze  of  ivory  with  figures  a  cubit  in  height  *  of  moderate  work- 
manship but  enormous  costliness  ;  *  the  Tychaion  of  Alexandria^  in 
which  Tyche,  the  Goddess  of  Fortune,  the  most  popular  divinity  in 
these  times  of  chance  and  change,  was  represented  standing  in  the 
midst  of  the  Gods  and  crowning  Ge  (Earth)  and  Alexander ;  the 
Homereion,  or  Temple  of  Homer,  built  by  Ptolemy  Philopater,  in 
which  stood  a  statue  of  the  poet  surrounded  by  figures  of  the  cities 
which  claimed  his  birth.  In  this  heroon  was  the  notorious  picture  of 
Galaton,  who  ridiculed  the  plagiarism  of  Alexandrine  poets  by  re- 
presenting Homer  vomiting,  and  his  imitators  drinking  up  what  fell 
from  him  ;*  the  Festival  of  Adonis y''  celebrated  by  Arsinoe  H.,  wife  of 
Ptolemy  H.  (Ol.  124-133,  B.C.  284-248).  In  honour  of  Aphrodite's 
favourite  the  queen  erected  a  gorgeous  Bower^  in  which  the  statues  of 
the  Cyprian  Goddess  and  Adonis  were  laid  on  splendid  couches,  and 
automatic  Erotes  hovered  round  them  *  like  young  nightingales,*  the 
whole  work  being  of  ivory  and  gold. 

But  all  these  glories  of  an  insane  and  childish  art  were  surpassed 
by  the  Pompa  of  Ptolemy  11.  himself,  which  he  offered  to  all  the 
Gods,  but  especially  to  Dionysus,  the  deity  to  whom  he  paid  his  most 
heartfelt  homage,  as  his  consort  Arsinoe  did  to  Aphrodite.  We  have 
no  space  for  the  description  of  this  procession,  the  gorgeous  mag- 
nificence of  which  it  is  difficult  to  believe  in.  It  will  be  found  in  the 
pages  of  Athcnaeus,  and  will  reward  attentive  study  by  the  givers  of 
brilliant  f^tes  in  the  present  day. 

Of  all  the  dynasties  established  by  the  successors  of  Alexander 
(Diadochi)  the  most  respectable  were  the  Ptolemies  in  Egypt.  All 
the  monarchs  of  this  family  down  to  Ptolemy  Physcon  (fat  paunch) 
(B.C.  170)  were  patrons  of  the  arts,  and  their  capital  city  Alexandria, 


'  Athen.  v.  p,  206,            ^  Ibid.  v.  203.  *And  children  flit    overhead,   the    little 

'  Libanius,  vol,  iv.  p.  1 13,  ed.  Keiske.  Loves,  as   the  young  nightingales    perched 

*  i^.lian.  Var.  Hi$t^  xiii.  21.  upon    the    trees    fly    forth    and   try  their 

*  Theocrit.  Id.  xv.  iio: —  wings    from    bough    to    bough.' — Lang's 
01  lir*  «»poc  vypirwTwn-ai  "Ep«T*5  translation. 

jtrntrnvTViK  WTtpvy^y  ircipw^KOi  o^ok  air'  l^tf. 

L  L 
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the  only  one  founded  by  Alexander  which  attained  greatness,  became 
the  chief  centre  of  the  learning  and  civilisation  of  the  Graeco- Asiatic 
world. 

But  the  extraordinary  mental  activity  and  literary  industry  which 
distinguish  the  reign  of  the  Ptolemies  in. Egypt,  and  to  which  all 
succeeding  ages  are  deeply  indebted,  was  of  an  essentially  different 
character  from  the  free  spontaneous  life  and  movement  of  Grecian 
intellect  and  fancy  in  the  golden  age  of  Pericles.  Greece  had  be- 
come what  it  was  in  the  most  brilliant  period  of  its  history  by  its 
very  division  into  little  states,  which  could  only  hold  their  ground 
in  the  hot  rivalry  which  existed  among  them  by  cultivating  to  the 
utmost  every  bodily  and  mental  power,  and  by  giving  to  the  energies 
of  every  individual  citizen  the  utmost  freedom  of  development  and 
display.  Alexander,  and  still  more  his  successors,  used  Hellas  as  a 
leaven  to  hellenize  the  East,  and  in  its  wide  diffusion  the  leaven 
lost  both  strength  and  flavour.  Literature  and  art  were  again 
protected  and  patronised,  especially  at  the  court  of  the  Ptolemies 
in  Egypt,  but  no  patronage,  however  generous,  could  rekindle  the 
flame  of  genius  which  had  burned  so  brightly  on  the  altars  of  free 
Greece.  The  spontaneous  productiveness  of  the  Greek  intellect  which 
manifested  itself  in  a  thousand  majestic  and  beautiful  forms  had 
died  out  The  season  of  growth  was  past,  but  industry  and  taste 
might  gather  in  the  rich  fruits  which  had  germinated  in  the  genial 
spring  and  ripened  in  the  golden  summer  of  the  most  glorious 
year  in  the  annals  of  the  heathen  world.  Literature  and  art 
were  torn  away  from  their  connexion  with  the  popular  life,  and 
made  the  exclusive  property  of  the  learned.  The  Poet  and  the 
Artist  no  longer  sought  inspiration  in  their  own  bosoms,  or  in  the 
religious  and  political  instincts  and  practices  of  the  people  around 
them,  but  in  the  literary  and  artistic  remains  of  happier  ages,  which  they 
were  satisfied  to  understand  and  to  imitate.  *  The  critics,'  we  know, 
*  are  those  who  have  failed  in  literature  and  art,*  and  the  Alexandrine 
age  which  could  no  longer  produce  was  content  to  criticise.  Instead 
of  the  art  faculty  we  find  elaborate  theories  of  art ;  and  instead  of 
poetry  we  meet  with  philosophy  or  reflexion,  foreign  to  its  very 
nature,  dressed  up  in  metrical  forms.     This  is  the  age  of  pointed  epi- 
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gram,  bitter  satire,  and  didactic  syllogism  ;  learning  succeeds  to  free 
thought  and  creative  fancy,  Alexandria  to  Athens.  In  the  best  period 
of  Greece  there  was  no  such  thing  as  learning,  or  learned  men,  but 
only  thinkers  and  actors,  whose  minds  developed  themselves  in  their 
natural  shape  unshackled  by  the  galling  and  distorting  bands  of 
authority  and  tradition. 

The  task  of  decorating  the  public  buildings  in  so  magnificent  a 
city  as  Alexandria  would  no  doubt  afford  an  opportunity  to  the 
painter  and  the  sculptor  of  displaying  their  powers ;  but  we  read  of 
no  plastic  works  of  any  considerable  merit  as  being  executed  at  this 
period.  The  busts  of  Ptolemy  and  Bernice^  and  the  magnificent 
cameos  of  Ptolemy  IL  and  Arsinoe  L  and  II,?  show  nothing  beyond 
technical  skill,  the  mere  perfection  of  handicraft,  which  when  un- 
inspired by  genius  is  misleading  and  futile. 

The  kings  of  Syria — the  Seleuci  I.  and  II.  and  the  Antiochi  III. 
and  IV. — also  gave  their  countenance  to  the  showy  courtly  art  of  the 
period.  The  foundation  of  Antioch,  on  the  Orontes — begun  in  Ol.  1 19. 
4  (B.C.  300),  and  finished  by  Antiochus  IV.  about  Ol.  151  (B.C.  176) — 
and  of  other  Greek  cities  in  Asia  also  gave  an  impulse  to  sculpture.  We 
read  of  many  new  images  prepared  for  the  temples  of  the  Gods,  and 
for  places  like  tlu  Groves  of  Daphne?  in  which  religion  and  pleasure 
went  hand  in  hand.*  These  were  probably  mere  imitations  of  ancient 
statues,  like  the  statue  of  Zeus  offered  at  Daphne  by  Antiochus  IV.,  which 
was  a  copy  of  the  Olympian  Zeus  of  Pheidias,  modified — as  we  see  in 
coins— to  suit  the  tawdry  theatrical  and  meretricious  taste  of  the 
Daphneans. 

EXTANT  WORKS. 

Among  the  few  works  which  we  can  with  considerable  probability 
assign  to  this  period,  we  may  mention 

The  Metope  of  Ilium,  This  fine  metope  was  discovered  in  the 
supposed  ruins  of  Troy  by  Dr.  Schliemann,  and  is  now  in  his  garden 
at  Athens.     It  represents  Phoebus  Apollo,  whose  head  is  crowned  with 

>  Vid.  O.  Muller's  Denkm,  i.  2220,  223^1.  p.  41)  talks  of  ^  Mores  DaphnkiV 

*  Ibid.  2260-229.  *  See   Gibbon's    alluring    description    of 

•  Near  Antioch.  Daphne  contained  the  Daphne  (c.  xxiii.).  Conf.  Strabo,  xvi.  p. 
statue  of  Apollo  by  Bryaxis.  Vide  supra^  1089,  ed.  Amstel.,  and  Libanius,  Nania^  p. 
p.  466.     Marcus  Antoninus  (Hist  August,  185. 
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rays,  driving  the  four  horses  of  the  sun,  by  which  the  chariot  on 
which  he  stands  is  concealed  from  our  view.  As  in  the  case  of  the 
bridal  car  of  Poseidon  and  Amphitrite,*  the  quadriga  of  the  Sun-god 
is  not  given  in  profile,  but  is  represented  as  coming  to  meet  the 
spectator,  and  this  effect  is  produced  with  considerable  skill.  As  the 
nimbus  and  rays  which  encircle  the  head  were  first  introduced  into 
plastic  art  about  the  time  of  Alexander,  we  cannot  assign  an  earlier 
date  to  this  work  than  the  beginning  of  the  fourth  century,  and 
Brunn^  thinks  that  it  may  belong,  as  Schliemann  supposes,  to  the  time 
of  Lysimachus.  Without  echoing  the  opinion  of  the  discoverer,  that 
*  //  is  one  of  the  most  glorious  masterpieces  that  have  been  preserved 
from  the  time  ivhen  Greek  art  was  at  its  zenith  !  *  we  must  allow  that 
it  is  a  work  of  great  merit  and  beauty  both  in  design  and  execution. 

The  victorious  Actor?  a  very  beautiful  and  interesting  relief  in 
the  Lateran  representing  an  Actor  (or  Poet)  seated  at  a  table,  on 
which  lie  several  masks,  from  which  he  is  selecting  one  as  an  offering 
for  his  victory.  Beside  him  stands  a  female  figure  (Nike?)  with 
pencil  in  hand  ready  to  inscribe  his  name  on  the  roll  of  fame.  Simi- 
lar scenes  are  found  in  Pompeian  paintings. 

But  the  most  interesting  extant  monument  of  the  latter  part 
of  the  Alexandrian  period  is  tlie  magnificent  original  Greek  statue 
in  t/ie  Glyptothek  at  Munich^  called  the 

Barberini  Faun,  In  this  fine  work  we  have  a  highly  realistic  re- 
presentation of  a  youthful  faun,  stretched  on  a  rock,  partly  covered 
by  the  hide  of  some  animal,  sleeping  off  the  effects  of  intoxication. 
There  is  here  no  attempt — as  in  the  satyrs  of  Praxiteles — to  refine 
the  coarse  nature  of  the  semi-bestial  being.  The  form  of  the  head, 
the  flat  nose,  prominent  cheeks,  corrugated  brow  and  scrubby  bristling 
hair,  are  all  those  of  the  coarsest  ideal  of  the  satyr,  to  whom  the  artist 
offers  no  indignity  in  subjecting  his  powerful  frame  to  the  influence  of 
wine.  Although  such  a  being  in  such  a  state  can  rouse  no  interest  of 
the  higher  kind,  we  cannot  but  admire  the  originality  of  the  design, 
and  the  vigour  and  freshness  of  the  execution. 


*  Vide  supra^  p.  395.  There  is  a  good  cast  of  this  metope  in  the 

'  Vide  letter  in  Schhen)ann*s  Troy^  &c. ,  p.  32.     South  Kensington  Museum. 
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Tlu  Nile  of  tlie  Vatican  is  probably  from  the  age  of  the  Ptolemies. 
This  well-known  and  magnificent  work  was  found,  together  with  *  the 
Tiber  '  (in  the  Louvre),  near  the  *  sopra  Minervam '  Church  in  Rome, 
which  stands  on  the  site  of  a  Temple  of  Isis.  The  general  effect  is 
grand  and  pleasing,  but  in  the  details, — e.g.  the  representation  of  the 
Flora  and  Fauna  of  the  Nile, — the  pictorial  element  is  made  too 
prominent.  This  feature,  however,  adds  greatly  to  its  popularity,  as 
do  the  sixteen  little  Cupids^  conceived  in  the  spirit  of  the  Alexan- 
drine Idyll,  signifying  t/ie  number  of  cubits  which  the  sacred  river 
ought  to  rise  at  the  time  of  the  inundations.  The  figure  of  the  river 
god  himself  is  bold  and  majestic,  and  is  no  doubt  moulded  after  some 
production  of  a  happier  age. 

*  The  Tiber*  of  the  Louvre  is  in  a  similar  style,  but  inferior  both 
in  design  and  execution. 
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CHAPTER   XLV. 

PLASTIC  ART  IN  RHODES, 

In  the  confusion  and  strife  which  befel  the  Hellenic  world  on  the 
death  of  Alexander,  Rhodes  alone,  among  the  smaller  states,  seems 
to  have  remained  independent  of  the  great  military  monarchies  into 
which  the  Macedonian's  empire  was  broken  up.  Neutrality  and  peace 
brought  commerce  and  wealth,  and  wealth  and  freedom  joined  in  fos- 
tering the  fine  arts.    Even  in  much  earlier  times  the  Island  of  Rhodes, 

*  the  daughter  of  Aphrodite  and  bride  of  the  Sun,'*  had  been  specially 
favoured  by  the  immortal  Gods.    Zeus  himself  had  rained  gold  upon  it 

*  from  the  yellow  cloud,'  and  the  fierce-eyed  Goddess  Ath^nfi  had 
granted  the  Rhodians  to  excel  all  other  mortals  in  every  work  of 
art,  and  to  make  *  statues  which  moved  along  the  paths  like  living 
creatures.'*  Rhodes  appears,  however,  to  have  attained  the  height  of 
its  commercial  prosperity  in  the  period  of  the  Diadochi,  and  was  the 
only  independent  state  in  the  Hellenic  world  which  enjoyed  the 
means  of  establishing  a  school  of  art.  The  Rhodian  school,  as  we 
have  already  had  occasion  to  notice,  was  an  offshoot  of  the  Sicyonian 
school,  and  received  its  chief  impulse  from  Lysippus,  who  executed  a 
statue  of  the  Sun-god  in  a  quadriga  for  the  city  of  Lindus.  It  is 
true  that  Bryaxis  also  made  statues  for  Rhodes,  but  the  principal 
native  Rhodian  artist.  Chares  of  Lindos,  to  whom  the  most  celebrated 
work  of  the  age,  *  the  Colossus^  was  entrusted,  was  himself  a  pupil  of 
Lysippus,  and  closely  followed  in  the  footsteps  of  his  master.  Little 
was  known  of  the  artists  of  the  Rhodian  school  until  the  time  of  the 
great  traveller  Ross,  who  in  the  short  period  of  two  days  discovered 


»  Pindar,  OL  vii.  i4.  «  Ibid,  49. 
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a  very  large  number  of  inscriptions  on  the  Acropolis  of  Lindus,  most 
of  which  date  from  a  period  anterior  to  the  Roman  rule  in  Rhodes. 
Many  of  these  contain  the  names  of  artists  and  their  works,  the 
extraordinary  number  of  which  gives  us  a  high  idea  of  the  activity  of 
the  Rhodian  school.  We  can  only  mention  a  few  of  them,  but  a 
complete  list  may  be  seen  in  the  report  of  Ross,*  and  in  Brunn's 
admirable  *  Geschichte  der  Kunstler.'*     Among  the  best  known  are 

Aristonidas  and  his  son  Mnasitimus^  of  whom  we  have  an  interest- 
ing notice  in  Pliny,  in  which  he  says  that  *  to  express  the  madness  of 
At/iamas  as  he  sits  there  in  penitence  for  having  slain  his  son 
Learchus,  the  artist  ARISTONIDAS  mingled  bronze  and  iron,  t/ie  rusty 
colour  of  which  represented  the  blush  of  shame  upon  his  cheeks'^ 
Whether  the  object  of  the  artist  could  be  attained  by  such  a  process 
seems  very  doubtful,  but  the  attempt  shows  us  how  far  the  exag- 
gerated love  of  a  theatrical  representation  of  pathetic  feeling  had  led 
the  artist  away  from  the  true  and  eternal  principles  of  plastic  art 
The  same  realistic  tendencies  are  shown  by  the  sculptor 

Alcon  of  Rhodes,^  mentioned  also  as  a  chaser  of  metal  (caelator),* 
who  made  a  statue  of  Heracles  of  iron  (*  laborum  Dei  patientia  in- 
ductus  *)  as  a  suitable  material  to  express  the  endurance  of  the  in- 
vincible hero.  Alcon  is  referred  to  in  some  verses  of  Damoxenus, 
who  mentions  the  poet  Adaius  ;  the  artist  must  therefore  have  been 
contemporary  with  the  Poets  of  the  New  Comedy  under  the  first 
successors  of  Alexander. 

Hermocles  of  Rhodes,  who  lived  after  01.  120  (B.C  300),  made  a 
remarkable  statue  in  bronze  of  BombakoSy  which  was  set  up  in  the 
Temple  of  H^re  at  Hieropolis.  Bombakos  is  the  hero  of  a  romantic 
story  in  which  he  displays  a  self-sacrificing  loyalty  to  his  sovereign 
Seleucus  Nicator,  which  seemed  to  deserve  the  immortality  of  bronze. 
He  was  represented  with  effeminate  features,  but  in  the  dress  of  a 
man.^ 

Philiscus  of  Rhodes.^     In  the  Portico  of  Octavia  in  Rome  were 


"  N.  Rhein.  Mus.  N.F.  iv.  (1846),  p.  161.  *  Athenaeus,  xi.  461,  A. 

2  i.  459.  •  Lucian,  dc  dca  Syria,  c  xix.  26. 

»  N,  H,  XXXV.  146.  *  Bninn,  K.-G,  i.  468.     Overbcck  {Ges, 

*  Ibid,  xxxiv.  14 1.     For  date  vid.  Brunn,  d.  PlasHk,  iL  204)  places  him  in  the  next 

K.-G.  i.  466.  period  among  Greek  artists  in  Rome. 
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several  works  by  this  artist — viz.  ApollOy  in  his  temple,  with  Leto 
and  Artemis',  the  Nine  Muses \  another  Apollo,  nude;  and  farther 
within  the  Portico  in  the  Temple  of  Juno,  a  statue  of  Venus}  Great 
importance  is  given  to  this  notice  by  the  suggestion  that  the  Vatican 
MuseSy  and  more  especially  the  greatly  admired  *  Terpsichore^  with 
which  those  of  the  Villa  Borghese  correspond,  are  copies  of  the  works 
of  Philiscus.^  As  the  second  mentioned  Apollo  ia  expressly  said  to 
be  nude,  it  is  probable  that  the  first,  which  stood  in  a  group  with  his 
mother  and  sister,  was  clothed  as  a  Citharoedus.  Philiscus  probably 
flourished  about  the  time  of  the  building  of  the  Portico  of  Octavia, 
Ol.  156  (B.C.  156),  and  executed  these  statues  by  order  of  Metellus.* 
He  seems  to  have  been  a  painter  as  well  as  a  sculptor.* 

Of  far  greater  interest  to  us  are  the  names  of  the  greatest  masters 
of  the  Rhodian  school, 

Agesandrus  Polydorus  and  Athenodorus, 
Son  of  Agesandrus, 

\  to  whom  we  owe  one  of  the  most  celebrated  works  of  antiquity, 

T/te  Laocoon  (fig.  215),  which  excited  the  highest  admiration  of 
Roman  critics,  and  has  been  a  theme  of  enthusiastic  panegyrics  for 
successive  generations  of  modern  connoisseurs.  Pliny  speaks  of  this 
work,  which  stood  in  his  time  in  the  palace  of  Titus,  as  *  preferable  to 
all  other  works  of  pictorial  or  plastic  art*  As  the  passage  in  which 
these  words  occur  has  given  rise  to  much  discussion  and  con- 
troversy, we  give  it  entire :  *  These  very  excellent  artists  of  Rhodes, 
Agesander,  Polydorus,  and  Athenodoru^,  made  de  consilii  sententia 
of  one  stone  Laocoon  himself,  his  children,  and  the  wonderful  folds 
of  the  serpents.'*  A  statuary  group  answering  in  most  respects 
to  this  description  was  found  near  the  Baths  of  Titus  at  Rome  in 


*  PI  in.  N,  H.  XXX  vi.  34.  omnibus  ct  picturae  et  statuariae  arlis 
'  Visconti,  P.  CI.  i.  p.  158.  praeferendum.  Ex  uno  lapide  eum  ac  libe- 
■  Brunn,  K.-G.  i.  469.  ros  draconumque  roirabiles  nexus  de  consiiii 

*  Plin.  N,  If.  xxxiv.  143.  sententia  fecere  summi  artifices  Agesander  et 
^  Ibid,  xxxvi.  37:     <  Sicut  in  Laocoonte  Polydorus  et  Athenodorus  Rhodii.' 

qui    est    in  Titi   imperatoris    domo,    opus 
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1 506,  in  the  reign  of  Pope  Julius  II.,  and  now  forms  one  of  the  glories 

of  the  Vatican.     Michael  Angelo  attempted  to  restore  the  missing 

right  arm  of  Laocoon,  but  left  the  work  incomplete.     Montorsoli  also 

tried  his  hand  in  restoring  the  same  limb,  but  his  work  was  removed 

as   unsatisfactory.     What  we  now  see  was  the  work  of  Cornacini  ^ 

in  the   seventeenth   century,  who   has  made  the  right  arm  far  too 

straight.     The  proper  position  is  given   in  a  copy  of  the  group  in 

Naples^  in  which  the  arm  is  somewhat  bent  so  as  to  bring  the  hand 

nearer  to  the  top  of  the  head.  ^ 

^  Fig.  215. 

The  right  arm  of  the  younger, 
and  the  right  hand  of  the  elder 
son,  were  restored  in  stucco  by 
the  same  artist.  Pliny  lays 
great  stress  on  the  fact  that 
the  group  was  made  in  one 
block.  If  we  are  to  understand 
this  literally,  it  will  settle  the 
question  whether  we  have  the 
original  or  a  copy  before  us, 
as  the  Vatican  work  is  com- 
posed oi  six  pieces. 

We  have  unhesitatingly  as- 
signed the  Laocoon  to  the 
Rhodian  school  and  the  period 
of  the  Diadochi ;  but  many  high 

.V        ...  •     4.    •       4.U    4.  -4.  THE  LAOCOON. 

authorities  maintain  that  it  was 

executed  in  Rome  in  the  reign  of  the  Emperor  Titus.  Ever  since 
the  time  of  Winckelmann  and  Lcssing  the  date  of  this  famous 
work  has  been  the  subject  of  discussion,  and  the  literature  on 
the  subject  would  fill  a  library.  Winckelmann,  Ottfried  Miiller, 
Welcker,  Brunn,  Conze,  Overbeck,  and  others  hardly  less  dis- 
tinguished, stand  in  terrible  array  against  Lessing,  Visconti, 
Thiersch,  Lachmann,  Emil  Braun,  Stephani,  and  Fricderichs ;  the 
former  upholding  the  Rhodian,  the  latter  the   Roman  theory.*     In 


*  Winckelmann  names  Bernini,  D.  Miiller  '  The    literature  of  this  subject  will   be 

Giov.  Apiolo,  found  in  Die  i6ie  Philoiqgenversammlung  in 
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regard  to  the  external  evidence,  the  controversy  turns  chiefly  on  the 
meaning  given  to  the  words  de  consilii  sententia  in  the  passage  of 
Pliny  quoted  above.*  We  take  them  to  refer  to  the  result  of  a  con- 
ference between  the  joint  creators  of  the  work.  The  necessity  of 
such  a  consultation  will  be  apparent  if  we  consider  the  extraordinary 
difficulty  of  their  task.  They  had  to  unite  the  three  victims  and  the 
hardly  less  important  agents  of  the  divine  wrath  into  a  single  group, 
physically  and  morally  combined  and  harmonised,  and  at  the  same 
thne  to  keep  each  figure  distinct  from  the  other.  What  an  amount 
of  invention  and  technical  skill,  of  measurement  and  experience,  does 
the  solution  of  such  a  problem  imply !  The  upholders  of  the  Roman 
theory  consider  that  the  words  refer  to  a  resolution  of  the  Privy 
Council  of  Titus,  who  selected  these  artists  to  carry  out  their  design  ;• 
or  to  a  kind  of  public  building  commission  expressly  appointed  for  the 
purpose.^  It  is  very  difficult  to  believe  that  so  bold  and  original  a  design 
could  be  conceived  by  an  imperial  Council  of  any  kind,  and  still  more 
so  by  a  Council  of  Romans.  But  the  best  evidence  against  the  Roman 
theory  is  given  by  the  work  itself.  It  has  no  analogy  with  any  existing 
remains  of  Roman  art ;  and  on  the  other  hand  it  is  in  complete  har- 
mony with  the  spirit  of  the  post-Alexandrian  age,  and  what  has 
been  happily  called  the  bravura  >style  of  Rhodian  literature  and  art 

We  now  turn  to  the  idea  of  the  work  before  us.  The  difficulty  of 
interpretation  has  been  greatly  increased  by  the  general  belief  that 
the  artist  followed  the  well-known  relation  in  the  second  book  of  the 
iEneid.  According  to  Virgil,  Laocoon,  a  priest  of  the  Thymbraean 
Apollo  at  Troy,  with  a  seer*s  prophetic  gaze  and  a  patriot's  warm  heart, 
zealously  urged  his  infatuated  countrymen  to  destroy  the  wooden 
horse,  *  big  with  arms,'  which  lowered  over  the  devoted  city.  Nor  did 
he  stop  at  mere  words,  but  hurled  his  spear  into  the  side  of  the 
fatal  monster.  As  he  thereby  resisted  the  will  of  the  Gods  and  the 
decree  of  Fate,  he  incurred  the  divine  vengeance,  and  more  especially 


Stuttgart^    1 85 1,   p.     165,    and   Overbeck*s  sentential*     Conf.  Overbeck,  Scktiftqudlen^ 

Sehfifiquellen,  p.  391.  p.  392. 

*  Conze  (PhiloL    1861,    p.    369)   proves  *  Friederichs'  Baust.  P*  43i* 

that  the  words  bear  a  similar  sense  in  Se-  •  Lachmann,  Arch,  Zeit,   1845,  p.   192, 

neca,   Epist,  Moral,  vii.  5.  11:   « Quidquid  and   1848,   p.    237.      Conf.  Welcker,  Atte 

honeste  fit,  una  virtus  facit,  sed  ex  consilii  Denkm,  i.  p.  336.  ' 
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that  of  Pallas  Athene,  who  sent  two  huge  serpents  from  the  sea  to 
destroy  the  violator  of  her  treacherous  gift.  Having  first  enveloped 
the  two  youths  and  *  fed  on  their  tender  limbs/  the  terrible  monsters 
attack  the  miserable  father,  who  hurries  up  too  late  to  defend  his 
sons. 

The  difference  between  the  foregoing  relation  and  the  motif  of 
the  group  appears  greater  than  can  be  accounted  for  by  the  natural 
divergence  of  a  plastic  and  a  poetic  rendering  of  the  same  theme. 
In  the  poem  the  sons  are  both  killed,  and  killed  before  the  father ;  in 
the  group  they  are  all  three  alive  and  united  before  the  altar.  Here 
it  is  the  father  who  is  the  first  victim,  and  it  is  not  at  all  certain  that 
the  elder  son  will  be  killed  at  all.  However  much  therefore  we  may 
be,  and  ought  to  be,  inclined  to  take  the  warning  of  Gervinus,  *  not 
lightly  to  gainsay  Lessing,'  we  must  look  to  some  other  poem  as  the 
guide  of  the  sculptors.  This,  in  the  opinion  of  very  high  authorities, 
may  be  found  in  the  Iliupersis  (Sack  of  Troy)  of  the  old  Cyclic 
poet  Arctinus  of  Miletus.^  Sophocles,  who  dramatised  the  Laocoon 
myth  in  one  of  his  lost  tragedies,  differs  from  Arctinus  in  making 
the  serpents  kill  both  the  sons  ;  yet  no  doubt  he  may  have  facilitated 
the  task  of  the  sculptor  by  giving  more  definite  and  dramatic  form 
to  the  relation  of  the  epic  poet.^ 

Contrary  to  the  practice  of  earlier  and  purer  Greek  art,  the 
sculptors  of  the  Laocoon  have  seized  the  moment  when  the  action  is 
in  its  crisis,  and  there  is  no  higher  point  to  which  the  imagination  can 
rise.  The  strength  and  vigour  of  the  father  are  still  unimpaired,  and 
afford  a  welcome  subject  for  the  display  of  the  artist's  anatomical 
knowledge  and  technical  skill ;  but  the  result  is  no  longer  doubtful. 
The  main  interest,  of  course,  lies  in  the  central  figure,  and  it  is  con- 
sonant with  the  principle  of  Greek  art  that  the  sons  are  made  out  of 
all  proportion  too  small,  both  in  order  to  bring  them  into  due  sub- 
ordination, and  to  give  the  whole  group,  which  was  intended  for  a 
niche,  a  harmonious  pyramidal  form.  The  powerful  frame  of  Laocoon 
is   at   the  same   time   convulsed   with   pain    from   the   bite   of  one 


*  The  substance  of  this  poem  is  preserved  ^  Tsetzes  alone  (Lycophr.  344,   Post  horn, 

in  the  Excerpta  of  Proclus.     Vid.  O.  Jahn,       714,    and   Eudokia^  p.   31)  of  later  writers 
GrUch.  BUderchroniken^  p.  H2.  follows  Arctinus. 
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of  the  serpents,  and  strained  to  the  utmost  to  keep  off  the  other  from 
his  head.  The  chest  is  thrown  forward  by  the  violence  of  his  action, 
and  the  head  thereby  thrown  back.  His  left  side,  into  which  the 
first  serpent  has  fixed  his  fangs,  seems  to  shrink  in  agony  from  the 
venomous  bite ;  and  in  the  corrugated  brow  and  contracted  eyebrows 
we  see  the  sad  struggle  between  physical  pain  and  the  power  of 
mental  endurance.  In  striking  contrast  to  the  still  powerful  resistance 
of  the  father  is  the  passive  helplessness  of  the  younger  son.  Whether 
he  is  wounded  or  not  is  uncertain,  but  he  is  so  enveloped  by  the 
serpent's  strong  coils  that  the  life  is  being  crushed  out  of  him,  and  we 
feel  that  his  fate  is  sealed.  He  has  ceased  to  struggle,  and  can  only 
look  with  a  piteous  glance  to  the  father  whose  aid  he  has  never  before 
sought  in  vain.  The  elder  son  is  entirely  unhurt,  and  very  slightly 
enveloped,  and  his  upward  look  at  his  father,  while  he  frees  his  foot 
from  the  serpent,  is  rather  one  of  pitying  sympathy  than  an  appeal 
for  help.* 

We  see  that  the  subject  is  by  no  means  a  very  high  one,  and  it  brings 
very  forcibly  before  our  eyes  the  decline  in  simplicity  and  nobleness 
which  art  has  undergone.  It  is  a  subject  altogether  unique  in  Greek 
sculpture,  and  one  which  no  artist  of  an  earlier  period  could  possibly 
have  chosen.  It  is  entirely  destitute  of  the  dignity  and  moderation  of 
plastic  art,  and  if  we  look  only  to  the  figure  of  the  father,  we  must 
say  that  the  only  purpose  of  the  artist  was  to  arouse  our  sympathy 
by  a  coarse  appeal  to  our  nerves,  by  vividly  pourtraying  the  bodily 
anguish  of  a  fellow  man,  without  any  moral  sentiment  whatever. 
The  impression  is  altogether  painful  and  inharmonious.  It  is  not 
more  tragic^  in  the  proper  sense  of  the  word,  than  the  tearing  of  a 
gladiator  by  a  wild  beast  in  the  arena.  We  cannot  even  console  our- 
selves by  the  thought  that  he  is  suffering  the  well-deserved  penalty 
of  his  transgression  ;  for  he  is  punished  in  his  own  person  and  that  of 
his  children  for  an  act  of  wise  and  courageous  patriotism  of  which  we 
all  approve.^  

'  Conf.    Ihe  passage   from    Sadoletus    in        .  *  I"  the  play  of  Sophocles  noticed  by  Hy- 

\^Q.^m^^  Laocoon^  c.  vi. : —  ginus  (Fab.    135)  Laocoon  is  punished  for 

Ai,«  jk         //     •  /  ^         ^  having  married  against  the  will  of  Apollo, 

M\^tx  ^dXiwc  nullo  violatus  corpora  morsu  „.u«  *u— .r         j     *  .l      £_  •«      r  .iT^ 

Dum  parat  adducia  caudam  divellere  planu  ^^^  therefore  destroys  the  fhuC  of  the  un- 

Horrct  ad  adspcctum  miseri  patris  haeret  in  illo.  lawful  union. 


Digitized  by 


Google 


GOTHE'S  CRITICISM  OF  THE  LAOCOON.  525 


On  closer  examination,  however,  we  shall  find  some  mitigation 
of  the  first  purely  painful  effect  of  this  group  in  the  bearing  of  the 
two  sons.  Gothe,  who  made  the  Laocoon  a  subject  of  careful  study, 
remarks  that  the  condition  of  the  three  figures  is  represented  in 
regular  gradation.  *  The  elder  son  is  only  lightly  entangled  at  the 
extremities  ;  the  younger  is  tightly  bound  by  many  coils  ;  the  father 
tries  to  free  himself  and  his  children,  squeezes  the  serpent,  and  it 
bites  him.*  *  We  have  here,  he  says  in  another  place,*  representations 
by  which  the  three  emotions  of  horror,  pity,  and  fear  are  all  roused  ; 
horror  at  the  terrible  sufferings  and  impending  fate  of  the  father,  pity 
for  the  poor  weak  younger  son,  and  fear,  which  implies  hope,  for  the 
elder,  who  may  yet  free  himself  This  suggestion  of  Gothe  respect- 
ing the  last  was  taken  up  by  the  late  eminent  archaeologist  Stark,  who 
justified  it  by  a  passage  from  Arctinus  unknown  to  Gothe  and 
Lessing,'  in  which  the  latter  says  that  'the  serpents  destroyed 
Laocoon  and  one  of  the  sons'  The  genuine  unselfish  grief  of  the 
elder  son  for  his  afflicted  father  brings  a  soothing  element  of  pathos 
into  the  scene  ;  and  the  hope  that  one  of  the  three  at  least  may  escape 
throws  a  ray  of  light  across  the  dark  picture  of  mere  physical  suf- 
fering. 

The  celebrity  of  this  extraordinary  work  of  art  has  been  greatly 
increased  by  its  being  made  the  foundation  of  Lessihg's  beautiful 
treatise  on  the  limits  of  the  different  arts.  Few  writers  have  done  so 
much  towards  defining  the  nature  of  true  art  as  Lessing,  but  he  had  not 
the  advantages  which  we  possess  of  seeing  the  principles  which  he 
laid  down  carried  into  effect  in  the  noble  works  which  have  been  dis- 
covered since  his  day.  Unless  we  bear  this  fact  in  mind  we  shall 
often  read  with  astonishment  some  parts  of  his  analysis  of  the 
Laocoon.  He  gives,  for  instance,  the  face  of  Laocoon  as  an  instance  of 
the  moderation  of  Greek  art.  The  artist,  he  says,  *  softens  the  cry  into 
a  sigh,*  and  he  gives  elaborate  reasons  why  *  Laocoon  does  not  cry  aloud' 


*  Vol.  XXX.  p.  310  (ed.  in  40  vols.  1855),  to  above.     In  the  Excerpt  of  Proclus  (Jahn, 

quoted  by  Brunn  in  an  interesting  paper  in  Gr.  Bilderchroniken^   p.  112),    we   read:  — 

Arch.  Zeit,  1 879,  4.  Heft.  iv   ain^  8i   roirry  Wo  Spdnomfs    iieiipo.v4v' 

■  Vol.  xxii.  p.  65.  Tts  r6y  tc  Aooxc^wKra  kcu  rhv    Itrcpov  ruy 

■  See  Brunn's  account  of  his  conversation  iralduy  BicupBtlpovtrw, 
with  Stark  on  this  point  in  the  paper  referred 
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In  this  view  he  is  supported  by  Gothe,  who  says,  *  I  decided  in  my 
own  mind  the  famous  question  why  Laocoon  does  not  cry'  *  We  are 
inclined  to  move  the  previous  question  whether  he  cries  aloud  or  not ; 
which,  after  careful  observation,  we  should  answer  that  he  does} 

When  we  pass  to  the  consideration  of  the  arrangement  and  the 
execution  of  the  Laocoon,  there  is  little  but  admiration  to  ex- 
press. When  viewed  from  the  front,  as  it  ought  to  be,  the  figures 
appear  carefully  separated,  and  nowhere  crossing  one  another  so  as 
to  produce  confusion.  The  treatment  of  each  figure  is  no  less  won- 
derful. In  the  principal  figure  the  artist  displays  before  our  astonished 
eyes  the  whole  mechanism  of  the  human  body  with  all  the  truth  of  an 
anatomical  preparation,  and  each  muscle  is  pourtrayed  by  the  chisel 
with  a  matchless  technical  skill.  Every  feature  of  the  face,  every  limb 
and  vein  and  fibre  of  the  body,  seem  to  move  and  throb  and  thrill  in 
perfect  unison  with  the  irrepressible  cry  of  pain  which  issues  from  his 
lips.  We  see  that  the  Rhodian  school  had  attained  a  more  scientific 
knowledge  of  anatomy,  and  a  greater  degree  of  technical  skill,  than  their 
predecessors  ;  but,  on  the  other  hand,  the  too  great  tendency  to 
display  these  advantages  is  a  detriment  to  their  work.  In  former 
periods  the  artist  did  not  seek  to  lay  bare  the  internal  machinery  of 
the  human  frame,  but  concealed  it  as  nature  herself  conceals  it  by  the 
subtle  transition  of  one  surface  to  another.  Technical  skill  too  was 
subordinated  to  higher  ends,  and  was  not  deemed  sufficient  of  itself 
to  make  an  artist  It  now  seeks  an  independent  existence,  and 
claims  to  be  admired  for  itself.  And  indeed  we  are  often  so  surprised 
and  dazzled  by  the  learning,  science,  and  wondrous  skill  which 
works  of  the  Alexandrian  period  display  as  to  overlook  in  the  tumult 
of  excited  feeling  their  lack  of  all  spiritual  import'  Much  as 
we  may  on  many  accounts  admire  the  brilliant  work  ef  the  three 
Rhodian  artists,  we  must,  on  cool  reflection,  confess  that  it  reminds 
us  too  much  of  Rhodian  rhetoric.  It  is  wanting  in  the  self-restraint, 
the  repose,  the  moral  dignity  of  the  highest  Greek  art,  and  we  can 


•  Werkt^  B.  xxii.  p.  65.  pangs  of  death!* 

»  Hettncr   ( VorschuU)    says   of  Laocoon,  ■  See  Brunn's  masterly  analysis  and  criti- 

*  Laut  schreit  er  auf  in  grimmigem  Todes-  cism,  Kiinstler  Gesch,  p.  476. 
schmerze,*  *he  cries  aloud  in  the  horrible 
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understand  what  Danecker  ^  meant  when  he  said  that  *  he  could  never 
look  long  at  the  Laocoon,  and  that  when  he  saw  another  beautiful 
work  beside  it,  his  eye  involuntarily  turned  away  from  it* 

Among  the  other  works  qf  art  in  which  the  catastrophe  of  Laocoon 
is  treated,  we  may  mention  a  Head  of  Laocoon  himself  in  the  pos- 
session of  the  Duke  of  Ahremberg,  which  is,  however,  -probably 
modem  ;  a  Relief  with  four  snakes  found  in  Rome  in  1862,  and 
now  in  private  hands  ;  a  similar  Relief  in  Madrid '.'^  and  a  Pompeian 
fresco?  discovered  in  1875,  J'^  which  the  three  figures  are  separated. 
Laocoon  is  on  the  steps  of  the  altar ;  one  son  lies  dead  on  the 
ground,  and  the  other,  kneeling  on  one  knee,  is  struggling  with  a 
serpent  The  sacrificial  bull  is  rushing  madly  away,  and  four  persons 
(Trojans  ?)  are  looking  on.  Had  the  painter,  who  must  have  lived 
before  the  reign  of  Titus,  seen  the  group  of  Agesander,  &c.  ? 

Of  the  same  Rhodian  school  as  the  sculptors  of  the  Laocoon 
group  are  the  artists,  probably  brothers, 

Apollonius  and  Tauriscus 

of  Tralles,  in  Caria  (south-east  of  Ephesus),  which  in  the  middle  of 
the  second  century  B.C.  was  incorporated  into  his  kingdom  by  At- 
talus  II.  of  Pergamon,  and  may  have  been  the  channel  through 
which  Rhodian  art  found  its  way  into  Mysia.  These  artists  were 
sons  of  Artemidorus,  and  adopted  sons  of  Menecrates,  who  was, 
perhaps,  their  teacher.^  Their  great  work,  which  represented  *  ZethuSy 
Amphion  and  Dirke,  also  tJie  Bull  and  the  rope  of  the  same  stone* 
was  brought  from  Rhodes  (to  which  great  centre  the  artists  had  pro- 
bably sent  it)  to  Rome,  where  it  was  in  the  possession  of  Asinius 
Pollio.  A  magnificent  group,  probably  the  original  work  mentioned 
by  Pliny,  was  found  in  the  Baths  of  Caracalla  in  1546,  and  was 
transferred  from  the  Palazzo  Farnese  in  Rome  to  Naples,  in  1786, 
where  it  forms  one  of  the  principal  ornaments  of  the  Museo  Na- 
zionale,  under  the  name  of 


'  Amalthaea,  iii.  p.  4.  O.  p.  273. 

»  Arch.    Zeii,   1863,  Taf.    178.      Friede-  *  Plin.  N,  If,  xxxvi.  33.      Brunn,  K.-G. 

richs*  BausL  p.  434.  i.  471. 
■  Anftal,  d,  Inst.  1875.    -^^^»-  ^^  ^'  ^«=^- 
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Tlu  Farnesian  Bull  (Toro  Farnese)  (fig.  216).  This  famous  work 
was  discovered  in  a  very  mutilated  condition,  and  seems  to  have  been 
restored  in  the  time  of  Caracalla.  In  the  sixteenth  century  it  was  again 
restored  by  Guglielmo  della  Porta,  who  appears  to  have  taken  the  bust 
of  Caracalla  as  a  model  for  the  new  head  of  Zethus.*  Did  we  not  know 
that  the  upper  part  of  Dirke's  figure  and  her  arms  were  restorations, 
we  should  wonder  at  her  isolated  position,  since  her  only  material 

connexion  with  the  other 
figures  is  formed  by  her 
left  hand,  with  which  she 
clasps  the  leg  of  Am- 
phion.  The  proper  situa- 
tion is  probably  indicated 
by  the  onyx  cameo  at 
Naples,  in  which  Zethus 
is  represented  dragging 
her  towards  himself  by 
the  hair,  while  she  seizes 
the  knee  of  Amphion 
with  one  hand,  and  holds 
up  the  other  in  piteous 
deprecation.  In  the  ca- 
meo the  rope  is  already 
round  the  body  of  Dirke 

TORO   FARNESE.  ^^^   thc  homS  of  thc  bull, 

and  nothing  remains  but 
to  tear  her  away  from  Amphion  and  let  loose  the  furious  monster,  which 
the  two  powerful  youths  can  hardly  hold.  As  far  as  we  know,  the 
myth  of  Dirke's  fate  was  not  treated  in  any  epic  poem  ;  and  no  other 
plastic  representation  of  it  has  been  found  except  this  group  and  a  relief 
ona  (TTvXoiTivaKiov  (sculptttred pillar)  in  a  temple  at  Cysicus^  founded 
by  Attalus  II.  in  memory  of  his  mother  ApoUonis.'     Which  of  these 


'  Fried.  BausL  318.  rri<rU  xarh  ^u\6xov.     Miiller,  Handbttch  d, 

2  The  Toro  Farnese  is  referred  to  in  an  epi-       Arch.  Sec.  157.  2.    Conf.  Propertius,  iii.  14. 
gram  {Anthol,  Pal.  iii.)  :  ''Ky%  koX  U  ravftoir  ■  Conf.  Overbeck,  G.  d.  Plastik,  ii.  243. 
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works  is  the  older  we  have  no  means  of  deciding,  but  they  are 
both  founded  on  the  legend  in  the  shape  given  to  it  by  Euripides  in 
his  tragedy  *  Antiope/  of  which  some  fragments  have  been  preserved. 
Antiope,  daughter  of  Nycteus,  King  of  Thebes,  having  become  a 
mother  by  that  universal  parent  Zeus,*  fled  from  the  wrath  of  her 
father  to  Eleutherae,  on  Mount  Cithaeron,  where  she  brought  forth 
Zethus  and  Amphion.  The  sons  of  Zeus  were  committed  to  the  care 
of  shepherds  of  the  neighbouring  mountain,  while  the  mother  went 
to  Sicyon  and  lived  under  the  protection  of  King  Epopeus.  Mean- 
while Lycus  had  succeeded  his  brother  Nycteus  at  Thebes,  and  taken 
on  himself  the  task  of  punishing  Antiope  for  her  frailty.  He  makes 
war  on  Epopeus,  destroys  Sicyon,  and  gives  Antiope  as  a  slave  to  his 
wife  Dirce.  Unable  to  endure  the  cruelties  inflicted  on  her  by  her 
jealous  mistress,  Antiope  once  more  flies  to  Mount  Cithaeron,  and 
begs  the  protection  of  her  as  yet  unrecognised  sons  Zethus  and  Am- 
phion. The  fugitive  is,  however,  soon  discovered  by  Dirce,  a  devoted 
worshipper  of  Bacchus,*  whom  the  celebration  of  a  Bacchic  festival 
brings  to  the  wilds  of  Cithaeron,  and  Antiope  is  condemned  by 
the  implacable  queen  to  be  bound  to  a  wild  bull.  The  supposed 
shepherds,  Zethus  and  Amphion,  are  ordered  to  carry  the  sentence 
into  execution,  and  are  on  the  point  of  unconsciously  committing 
matricide,  when  the  mystery  of  their  birth  is  revealed  to  them  by  the 
shepherds  who  had  reared  them.  Dirce  is  then  substituted  by  the 
infuriated  sons  for  Antiope,  and,  after  suffering  horrible  tortures,  is 
changed  by  Dionysus  into  a  fountain. 

The  subject  has  in  some  respects  a  close  analogy  with  that  of 
the  Laocoon,  inasmuch  as  in  both  the  horrible  and  pathetic  are 
carried  to  the  highest  pitch,  and  are  entirely  divorced  from  any 
moral  significance.  In  both,  too,  the  execution  of  the  dread  purpose 
is  left  to  blind  brute  agents  from  whom  no  mercy  can  be  looked  for. 
In  one  respect,  however,  *  the  Farnesian  Bull'  is  more  in  accordance 
with  the  Greek  spirit  than  the  Laocoon,  in  that  it  represents  the 
moment   before  the  catastrophe,   and   does  not   harrow  us  with  the 


*   Ovid,  Afet.  vi.   1 10  : —  Jupiter  implerit  geniino  Nyctclda  foctu. 

Addidit  ut  Satyri  celatus  imagine  pulchram  *  Pausan.  IX.  1 7»  3* 
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sight  of  Dirce's  crushed  and  tortured  frame.  Yet  we  are  brought 
so  near  to  the  terrible  denouement  that  imagination  presents  to  us 
in  a  glaring  light  the  horrors  which  the  next  moment  will  bring 
forth.  There  is  something  revolting  in  the  idea  that  two  strong 
men  and  an  impetuous  bull  unite  their  utmost  efforts  to  destroy  a 
helpless  supplicating  woman  ;  and  no  remembrance  of  her  intended 
crime  can  altogether  reconcile  us  to  her  fate. 

Unlike  the  Laocoon,  which  can  only  be  seen  to  advantage  from 
one  point,  the  Famesian  Bull  was  intended  for  a  central  position,  in 
which  it  could  be  looked  at  from  all  sides.  The  principal  action  is 
best  seen  from  a  point  opposite  to  Dirce,  but  the  figures  are  so 
arranged  that  each  side  presents  a  complete  picture.  Besides  the 
three  principal  actors,  we  see  a  motionless  female  form  which  stands 
isolated  behind  Dirce  and  Amphion^  and  in  which  we  immediately 
recognise  Antiope.  Her  head  is  restored,  so  that  we  are  left  to  guess 
what  her  feelings  were  on  seeing  her  enemy  undergo  the  punishment 
destined  for  herself,  and  may  hope  that  it  is  pity,  though 

Revenge  is  sweet  especially  to  women. 

At  her  right  hand  is  a  boy  with  a  syrinx  and  a  garland  on  his  head, 
seated,  or  rather  fixed  to  the  ground,  in  his  character  of  mountain 
God  ;  and  near  him  is  a  dog,  of  which  all  but  the  paws  is  re- 
stored. 

One  of  the  chief  peculiarities  of  the  group,  in  which  it  differs  very 
widely  from  the  Laocoon,  is  the  abundance  of  pictorial  detail  designed 
to  mark  the  occasion  and  the  locality  of  the  action.  The  rocky 
ground  represents  the  heights  of  Mount  Citharon,  and  the  presence 
of  various  wild  animals  indicates,  in  a  manner  hitherto  unknown  to 
sculpture,  the  remoteness  and  wildness  of  the  scene.  We  are  reminded 
of  the  religious  festival  which  attracted  Dirce  to  the  spot  by  the  woven 
cistUy  or  basket,  from  which  the  Dionysiac  Snake  has  crept  forth,  and 
the  broken  Thyrsus^  the  Ivy,  and  tlu  Hide  of  some  feline  animal, 
which  Dirce  has  just  thrown  off. 

Some  writers,  and  especially  Ottfried  Miiller,  have  endeavoured  to 
import  a  more  tender  element  into  the  dreadful  scene  by  crediting 
Amphion  with  a  sentiment  of  pity  for  his  victim.     Dirce,  they  say. 
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appeals  to  him  alone,  as  the  less  cruel  of  the  two,  and  his  attribute, 
the  lyrCy  at  his  side  is  supposed  to  indicate  the  gentler  feelings  of  the 
poet  and  minstrel.  It  is  the  harsher  ZethuSy  they  point  out,  who 
drags  the  unhappy  queen  by  the  hair,  and  is  about  to  bind  her  to  the 
bull.  Amphion  is,  as  it  were,  the  half-reluctant  cooperator,  carried 
away  by  the  implacable  fury  of  his  sterner  brother.  This  idea  of  the 
difference  of  character  between  the  twin  brothers  is  familiar  to  litera- 
ture, and  the  well-known  lines  of  Horace*  illustrate  very  aptly  O. 
Miiller's  interpretation  of  the  Farnesian  Bull : — 

Gratia  sic  fratrum  geminorum,  Amphionis  atque 
Zethi,  dissiluit,  donee  suspecta  severe 
Conticuit  lyra.     Fratemis  cesstsse  putatur 
Moribus  Amphion, 

The  generality  of  observers  will  hardly  rise  to  the  point  of  view 
from  which  these  subtle  distinctions  are  perceptible,  and  will  see  in 
Amphion  only  a  powerful  young  hero  with  difficulty  controlling  the 
impetuous  efforts  of  a  furious  bull  to  free  itself  from  his  grasp. 

If  we  would  do  justice  to  this  striking  production  of  the  Rhodian 
school  we  must  take  into  account  the  period  to  which  it  belongs. 
We  must  acknowledge  that  the  subject  is  destitute   of  all   ethical 
meaning ;  that  it  is  chosen  as  best  calculated  to  goad  the  imagination 
into  a  waking  dream  of  horror ;  that  with  the  sole  effect  of  giving  full 
expression  to  his  ideas,  the  artist  has  employed  all  the  means  within 
his  reach,  whether  suitable  or   unsuitable  to  the  nature  of  his  art ; 
that,  in  fine,  he  has  grievously  *  o*erstepped  the  modesty  *  of  sculpture. 
Yet  if,  forgetting  for  a  moment  the  lessons  we  have  learned  in  the 
school  of  Pheidias,  we  take  it  for  what  it  is,  the  product  of  the  same 
period  as  the  sometimes  grand,  impetuous,  and  glowing,  but  often 
turgid,  tawdry,  and  bombastic  grandiloquence  of  Rhodian  Oratory,  it 
is  impossible  to  deny  it  our  meed  of  admiration.     It  would  be  difficult 
to  mention  any  work  of  plastic  art  which  tells  its  own  story  so  com- 
pletely as  this  ;  and  the  skill  with  which  all  the  persons  and  incidents 
of  the  terrible  drama  are  brought  into  the  focus  of  one  pregnant 
moment  is  worthy  of  great  praise.     The  form  and  attitude  of  the 


Ep,  i.  18.  41. 
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powerful  youths  are  grand  and  imposing,  and  stand  out  in  very 
effective  contrast  to  the  wild  plunging  of  the  maddened  bull,  on  the 
one  hand,  and  the  blooming  luxurious  beauty  of  the  queenly  Dirce, 
on  the  other.  The  whole  conception  and  character  of  the  work 
smacks  of  a  Bacchic  frenzy,  which  suits  well  with  the  myth  from 
which  it  springs,  and  the  spirit  and  colour  of  Rhodian  art. 

It  must  always  remain  doubtful  whether  the  *  Toro  Farnese '  is  the 
very  work  of  the  Trallesian  artists,  as  we  are  inclined  to  think  that 
it  is.  The  composition  is  wonderfully  good,  considering  the  extra- 
ordinary complication  and  difficulty  of  the  subject,  and  the  circum- 
stance that  the  group  was  intended  to  be  seen  from  all  sides.  The 
chief  fault  in  it  is  that  the  upper  part  of  the  group  is  rather  over- 
loaded, thus  giving  it  the  air  of  being  somewhat  top-heavy. 

We  find  the  motif  of  the  Farnesian  Bull  on  a  bronze  coin  of 
Thyateira  in  Lydia,  struck  in  the  reign  of  Alexander  Severus,  and 
on  a  gem}  as  well  as  on  tite  Neapolitan  cameo  noticed  above. 

To  the  Rhodian  school  has  been  further  conjecturally  assigned 
one  of  the  most  beautiful  and  interesting  works  of  ancient  art ;  viz. 

^ Menelaus  bearing  the,  body  of  Patroclus^  (called  by  some  writers 
*  Ajax  with  the  body  of  Achilles  '),  known  under  the  name  of  Pas- 
quino  to  every  visitor  of  Rome.  This  group,  which  is  in  a  terrible 
state  of  mutilation  and  decay,  represented  a  bearded  warrior  in  the 
act  of  bearing  a  youthful  comrade,  mortally  wounded,  from  the  field 
of  battle.  Of  this  interesting  scene  we  have  four  representations,  I. 
the  Pasquino?  just  mentioned  (discovered  in  Rome  near  the  house  of 
a  cobbler  of  that  name,  in  the  sixteenth  century),  which  is  probably 
the  original  work  ;  II.  a  group  found  near  the  Porta  Portese,  in  Rome, 
and  bought  by  Cosmo  I.,  Duke  of  Florence,  in  1570.  It  was  sub- 
sequently restored  by  Pietro  Tacca,  carved  in  marble  after  his  model 


*  O.  Miiller,  Dfnkm.  //.  a.  A'.  2 1 5,  b.  and  c.  oiri««i'  Ik  iLrr<k^pt¥0¥  h^il  «ovpi 
Conf.  Eckhel,  Numi Anecdoti,  tab.  15,  No.  i ;  ^"rj  ^;«'<rwi' <^««<»"'  P<iA.  t^ipU^^  awn^, 
and  Millin,  GaJL  Mythol  PI.  140.  n.  514.  °"'^"*'''  ^''^^^' 

*  In  one  of  the  Florentine  copies  the  dying  S '"h^'^T  ^^*"'^'  *  Dardan  Panthon's  son, 
warrior  has  a  wound  in  the  left  breast,  and  ApJnSchTni  doU.  between  the  shoulders  stabbed, 
the  Vatican  fragment  shows  a  wound  between 

the  shoulders.     The  reader  will  remember  '  VrVichs*  Die  Grup^  dt^s  Pas^uino,  Bonn, 

that  Patroclus  was  first  stabbed  in  the  back  1867.     Conf.  Annili  d,  Inst,    Tav.  d'^Agg, 

by  Euphorbus,  then  despatched  by  the  spear  C.  D.  i,  E.  F.  i,  and  B.   i.     Visconti,  Pio 

of  Hector.     //.  xvi.  806  :—  CUm,  vi.  18. 
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by  Lodovico  Salvetti,  and  placed  in  t/ie  Loggia  de'  Lanzi  at  Florence 
(fig.  217),  where  it  now  stands  ;  III.  a  group  found  in  the  mausoleum  of 
Augustus  in  Rome,  and  now  iji  the  court  of  the  Pitti  Palace  at  Florence; 
IV.  another  group  of  which  the  fiead  of  t/te  elder ^  and  the  legs  of  the 
younger^  warrior  were  discovered  by  Gavin  Hamilton  in  Hadrian's 
Villa  at  Tivoli.  These  are  now  in  the  Vatican,  where  the  Head  of 
Menelaus  especially  is  the  object  of  enthusiastic  admiration.  The 
way  in  which  mingled  sorrow  and  reproach  are  expressed  in  the 
noble  upturned  face  is  indescribably  fine. 

About   forty  years   ago  the  Florentine  sculptor  Ricci  combined 
the  first  three  fragments  into  a  complete  group,  Fig.  217. 

copying  the  left  arm  of  Menelaus,  which  ex- 
isted in  none  of  the  antique  remains,  from  the  | 
restoration  of  Tacca. 

Nothing  can  be  more  admirable  than  the 
design  of  this  noble  work,  which,  as  a  repre- 
sentation of  self-forgetting  heroic  friendship, 
contains  just  the  ideal  and  moral  element 
which  we  so  painfully  miss  in  the  Laocoon 
and  the  Toro  Farnese.  Very  effective  is  the 
contrast  between  the  manly  form  of  Menelaus, 
in  the  fulne.ss  of  life  and  in  the  utmost  ex- 
ertion of  all  his  powers,  with  the  drooping 
lifeless  form  and  relaxed  limbs  of  his  youth-  ajax. 

ful  friend.  There  is  a  legitimate  pathos  in  the  upturned  head,  and 
half  sad,  half  threatening  expression  in  the  face  of  Menelaus,  in 
which  the  verse  of  Homer  is  written  in  characters  of  stone — 

rov  KTdfi€vai  fitfiaoiSf  oorty  rov  y*  dvrios  eXBoiy 

To  all  who  might  oppose  him  threatening  death. 

It  affects  us  deeply  without  depressing  or  degrading  us  by  a  mere 
violent  attack  upon  our  nerves.  In  fact,  so  noble  is  this  work  both  in 
motif  2Lnd  execution,  so  free  from  exaggeration  and  ultra-realism,  that 
its  very  excellence  may  be,  and  has  becn,^  urged  against  assigning  it 
to  this  period  or  the  Rhodian  school. 


*  Friederichs  (Battst.)  says,  *not  before  the  4th  cent.  B.C.* 
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CHAPTER    XLVI. 

PLASTIC  ART  IN  P  ERG  AM  ON. 

We  have  seen  that  in  the  service  of  great  conquerors  and  despotic 
sovereigns  like  Alexander  and  his  successors  plastic  art  was  chiefly 
employed  in  commemorating  the  warlike  achievements  of  its  patrons. 
The  historic  element,  not  indeed  unknown  in  preceding  periods,  now 
becomes  predominant  in  Hellenic  art,  and  especially  so  in  the  city 
of  Pergamon,  in  Mysia,  best  known  in  history  as  the  capital  of  the 
rich  and  powerful  Attalidai. 

This  famous  dynasty  was  founded  about  the  year  283  B.C.  by 
Philetaerus,  a  Pontian,  whom  Lysimachus  made  governor  of  Per- 
gamon. It  seems  to  have  been  rather  from  fear  of  the  machina- 
tions of  Arsinoe,  the  wife  of  his  patron,  than  from  deliberate 
treachery  that  Philetaerus  was  induced  to  join  the  party  of  Se- 
leucus,  who  confirmed  him  in  his  governorship.  It  is  no  slight  proof 
of  his  ability  that  amidst  the  changes  and  perils  of  those  troublous 
times  he  managed  to  maintain  himself  in  a  certain  degree  of  inde- 
pendence of  his  more  powerful  neighbours,  and  to  hand  down  his 
power  to  his  rightful  heirs.  He  was  succeeded  in  263  B.C.  by  his 
nephew,  Eumenes  I.,  who  not  only  maintained  but  extended  his 
dominions  and  consolidated  his  power,  so  that  his  successor,  the 
famous  Attalus  I.,  was  in  a  position  to  assume  the  title  as  well  as  the 
authority  of  king.  Attalus  was  wise  enough  to  foresee  the  triumph 
of  the  Romans  in  their  struggle  with  the  splendid  but  brittle  mon- 
archies of  Asia,  and  to  seek  strength  and  safety  in  dutiful  submis- 
sion to  a  power  which  he  knew  to  be  irresistible. 

We  shall  see  hereafter  that  the  connexion  between  the  Attalidae 
and  the  Romans  is  a  fact  of  considerable  importance  in  the  history  of 
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Greek  art  in  Rome.  But  as  regards  our  immediate  subject,  the  art 
of  Pergamon,  the  most  interesting  incident  in  the  history  of  this 
vigorous  dynasty  is  their  collision  with  the  Gauls,  or  as  they  were 
then  called  the  Galatians. 

These  terrible  invaders  penetrated  into  Macedonia,  and  defeated 
Ptolemy  Keraunos  about  the  year  280  B.C  After  receiving  a  tem- 
porary check  from  the  Macedonian  general  Sosthenes,  they  passed 
through  Thessaly  into  Greece  proper,  and  were  defeated  by  the 
Greeks,  or  rather  by  Apollo  himself,  under  the  walls  of  Delphi. 
Another  horde  occupied  Thrace  and  invaded  Asia  Minor  on  the 
invitation  of  Nicomcdes,  King  of  Bithynia,  in  278  B.C  (01.  125). 
After  plundering  the  shores  of  the  Hellespont,  Ionia,  and  ^olia, 
they  settled  on  the  river  Halys,  and  received  tribute  from  almost  all 
the  countries  west  of  the  Taurus  range.  Attalus,  King  of  Pergamon, 
alone  refused  submission,  and  in  a  battle  near  his  capital  gained  a 
decisive  victory  over  these  terrible  barbarians,  and  compelled  them  to 
confine  themselves  to  a  province  in  the  interior,  which  received  the 
name  of  Galatia  from  them.  This  battle  probably  took  place  not  in 
01.  135.  2  (ac.  239),  as  is  generally  assumed,  but  in  229  B.C.  (01. 
138.  2).> 

The  moral  elevation  consequent  on  these  new  triumphs  of  Greeks 
over  barbarians  gave,  as  usual,  a  fresh  impulse  to  plastic  art,  for 
which  the  events  of  the  Gallic  wars  supplied  suitable  subjects  of  great 
national  interest.  The  victories  of  Attalus  inspired  the  art  of  Per- 
gamon. With  true  Greek  feeling  the  conqueror  sought  to  record  the 
glories  of  his  triumph  in  Athens,  the  once  hallowed  centre  of  Greek 
life,  and  rejoiced  to  write  his  name  on  the  glorious  scroll  of  heroes, 
who,  like  himself,  had  proved  the  superiority  of  the  Greeks  over  every 
other  race. 

Pausanias  tells  us  that  Attalus  offered  four  groups  of  statues  at 
Athens,  which  stood  on  the  south  wall  of  the  Acropolis :  viz.  I.  The 
Battle  of  tlie  Gods  and  Giants,  *  who  once  dwelt  in  Thrace  and  the 
Isthmus  of  Pallene.'^  II.  T/te  Battle  of  Athenians  and  A  masons. 
III.   The  Battle  of  Marathon  ;  and  IV.  The  Destruction  of  tfie  Gauls  in 


Vide  Niebuhr,  hleine  Schriften.     Clinton,  F.  H,  p.  413-  *  Pausan.  i.  25.  2. 
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Mysia  by  Attains,  In  spite  of  the  singular  expression  irfios  to5 
T^x^b  in  Pausanias'  description,  the  figures  must  have  been  statues 
and  not  reliefs,  for  we  read  that  the  image  of  Dionysus  in  the  first 
group  was  blown  down  and  fell  into  the  theatre.*  It  is  supposed  that 
there  were  from  sixty  to  eighty  figures  in  the  four  groups,  some  of  the 
pedestals  of  which  have  been  discovered  at  the  eastern  end  of  the 
south  wall  of  the  Acropolis.*  Many  of  these  figures  have  been  dis- 
covered scattered  through  the  galleries  of  Venice,  Naples,  Rome,  and 
Paris,  and  their  common  provenance  and  intimate  connexion  shown 
by  Prof  Brunn,^  of  whose  theory  we  shall  have  to  speak  more  at 
large  in  describing  the  extant  works  of  Pergamenian  art 

The  notices  of  Pliny*  refer  to  artists  in  Pergamon  of  a  somewhat 
later  date.  *  Several  artists,'  he  says,  *  represented  the  battles  of 
Attalus  and  Eumenes  against  the  Gauls ;  viz.  Isigonus,  Phyromachus, 
Stratonicus  and  Antigonus,  who  wrote  treatises  on  his  art*  *  These 
artists,'  he  adds,  *  were  celebrated  for  a  general  equable  merit,  but  did 
not  rise  to  great  excellence  in  any  of  their  works.*  We  must  not, 
however,  connect  the  works  of  the  artists  mentioned  here  with  the 
offerings  of  Attalus.  These  four  sculptors  were  workers  in  bronze,  and 
traces  of  their  works  have  been  lately  discovered  by  Prof  Conze  at 
Pergamon  itself. 

Stratonicus  of  Cyzicus, 

Ol.  135  (B.C.  240)? 

who  was  known  also  as  a  ccelator^  (carver  of  reliefs  on  metal),  exe- 
cuted statues  of  Philosophers  and  Scopas  ?  which  probably  means  a 
merry  group  of  dancing  Satyrs,  a-Ka>yjr  signifying  a  species  of  owl,  to 
which  satyrici  motus  were  ascribed.^ 


'  Plutarch  {Anton.  60)  relates  among  the  Attali  et  Eumenis  adversusGallos  pixel ia  Isi- 

prodigies  which  preceded  Anton/s  fall,  that  gonus,  Phyromachus,  Stratonicus,  Antigonus.* 

*  the  statue    of  Bacchus  was   carried  by  a  Conf.  Athenseus,  xi.  p.  474. 
whirlwind  from  the  Gigantomachia  into  the  *  Plin.  N.  If.  xxxiv.   154 ;    xxxiv.   85  ; 

theatre.'  Athen.  xi.  p.  782. 

*  Vide  Schubart  in  Fleckeisen's  Jahrb.^  •  Urliclis*  Chrcstom.  Plin.  p.  343.  Plin. 
1868,  p.  163;  and  Beule,  VAcropole  N.  H.  xxxiv.  90:  'Stratonicus  caelator  ille 
iTAthhies,  i.  94.  philosophos,  scopas.^     Vide  Petersen,  Arch. 

*  Archcuol.  Zeii.  1865,  Anzeifftr,  p.  66.  Zeii.,  1854,  p.  187.     Gerhard  reads  cojias. 

*  N.  H.  xxxiv.  84  :  *  Plures  artiBces  fecere 
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Phyromachus, 

01.  130  (B.C.  260)? 

made  a  statue  of  Askkpios^  which  stood  in  the  sacred  grove  called 
Nikephorion,  near  Pergamon.  This  work,  which  is  spoken  of  as  one 
of  extraordinary  merit,  was  carried  ofif  by  Prusias,  King  of  Bithynia, 
when  he  devastated  the  neighbourhood  of  Pergamon,  plundered  the 
temple  of  the  God,  and  took  away  the  statues  and  xoana  (203  B.C.). 
In  copies  of  this  work  on  coins  of  Pergamon  Asklepios  is  represented 
in  archaic  style  and  standing.  We  have  in  all  probability  a  very  near 
approach  to  the  original  of  Phyromachus  in  a  statue  at  Florence} 
His  statue  o{  Priapus  is  referred  to  in  an  epigram  of  Apollonius.^ 

Scanty  and  disappointing  as  are  these  literary  notices  of  Perga- 
menian  artists  in  themselves,  they  acquire  great  importance  when 
taken  in  connexion  with  existing  works  of  art,  whose  real  character 
has  only  lately  been  conjectured,  and  with  the  recent  discoveries 
at  Pergamon  itself 

Extant  Works  of  Pergamenian  Artists. 

Statues  of  Gauls ^  &c,from  t/ie  *  Offering  of  Attalus  IJ  It  is  highly 
probable  that  we  possess  a  portion  at  least  of  the  great  offering,  which, 
as  we  have  said  above,  was  sent  to  Athens  by  Attalus  I.  in  com- 
memoration of  his  signal  victory  over  the  Gauls.  Prof.  Brunn  of  Munich, 
to  whose  keenness  of  artistic  perception  and  profound  learning  archae- 
o\ogy  owes  so  much,  thinks  that  he  has  discovered  remains  of  the 
group  mentioned  by  Pausanias  in  a  number  of  statues  of  barbarians,  of 
exactly  similar  style  and  character,  existing  in  different  parts  of  Europe.^ 

The  figures  which  are  now  very  generally  regarded  as  belonging 
to  one  or  other  of  the  four  Attalic  groups  are  three  in  Venice ;  four  in 
Naples ;  one  in  Paris ;  one  in  tJie  Vatican  ;  and  one  in  the  possession  of 
Castellani  at  Rome,  With  one  or  two  exceptions  they  all  deviate 
very  far  from  the  ideal  Greek  type,  and  show  the  strongly  marked 
features  and   forms  of  a  barbarian  nationality.     The  artist  has  other 

•  O.  Miiller,  Denkm.  d.  a.  Knnst,  i.  219,  a,  b.  "^  AtUhoL  Gr.  ii.  120,  9. 

«  Arch,  ZeiU  1865,  Am.  S.  66  *f. 
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aims  than  the  representation  of  the  highest  beauty,  which  he  often 
sacrifices  to  historic  truth.  The  prevailing  style  of  this  period  is  that 
of  historical  portraiture,  the  chief  characteristic  of  which  is  a  close 
and  realistic  imitation  of  national  peculiarities. 

Of  t)u  three  Venetian  statues  : 

No.  I  (fig.  218)  represents  a  beautiful  youth,  in  the  flower  of  his 

Fig.  218. 


YOUNG  GAUL  IN   VENICE. 


age,  stretched  dead  on  the  ground  with  three  wounds  in  front  The 
hexagonal  shield,  and  the  girdle  or  rope  of  wire  round  his  naked  body, 
justify  us  in  regarding  him  as  a  Gaul,  although  the  artist  has  so  far 
idealised  both  face  and  form  as  to  make  them  differ  but  little  from 
the  Greek  type. 

In  No.  2  (fig.  219)  we  see  a  warrior  of  riper  age,  apparently  un- 


FiG.  219. 


wounded,  who  has  been 
borne  down  on  one  knee 
by  his  adversary.  Though 
evidently  exhausted,  he 
still  fights  on,  sword  in 
hand,  to  the  last  The 
features  and  hair  are  here 
of  the  most  pronounced 
barbarian  type,  and  even 
the  folds  and  flow  of  the 
drapery  are  decidedly  un- 
Greek. 

The  full  effect  of  the 
singularly  bold  and  vigor- 
ous figure.  No.  3  (fig.  220)  is  somewhat  marred  by  the  faulty  restora- 
tion of  the   missing  arms.     The  absence  of  all  weapons,  and  still 


GALLIC  WARRIOR   IN  VENICE. 
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more  the  raising  of  the  left  hand,  as  if  in  pathetic  supplication,  is 
quite  inconsistent  with  the  character  of  the  person  and  the  situation. 
We  may  confidently  assume  that  he  held  his  shield  in  the  left  hand 
against  the  foe,  and  his, 
for  the  moment,  useless 
sword  in  the  right.  The 
attitude  is  that  of  a  man 
who  has  been  suddenly 
and  violently  hurled  to 
the  ground,  probably  by 
a  rider,  and  who  with 
difficulty  supports  him- 
self in  his  new  position. 
He  is  as  yet  unwounded, 
and  even  in  the  midst  of 
his    consternation    and 
momentary       helpless- 
ness,  we    sec    the    full  gallic  warrior  in  venice. 
force  of  his  powerful  and  elastic  frame.     The  face  and  hair  are  of 
the  strongly  marked  barbarian  type. 

Of  the  four  Neapolitan  figures  the  most  interesting  is  tJie  Amazon^ 
No.  4  (fig.  221),  stretched  in  death  on  the  spear  which  slew  her,  while  her 
own  weapon  lies  broken  by  her  side.  y\g.  221. 

Her  form,  and  especially  the  bosom, 
are  somewhat  too  full  and  maternal 
for  the  ideal  of  the  stern  female 
warrior — the  Amazon  of  earlier  and 
purer  art.  The  artist  evidently 
designs  to  call  forth  an  interest  for 
her  by  the  pathetic  inclination  of 
her  head,  the  drops  of  blood  which 

flow  from  the  wounds  in  the  lovely  ikying  amazon  in  Naples. 

breast,  and  the  air  of  gentleness  and  peace  which    he  has  thrown 
round  the  prostrate  form. 

The  other  Neapolitan  figures  are  less  easy  to  interpret  In  No.  5 
(fig.  222),  judging  from  the  trowsers  and  shoes,  and  the  curved  sword. 
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Fig.  222, 


DYING    PERSIAN   IN   NAPLES. 


Fig.  223. 


we  have,  probably,  a  Persian  from  tfie  Maratftonian  group ;  although 
the  headpiece  is  not  altogether  Persian,  and  Gauls,  too,  wore  both 
trowsers  and  caps.* 

No.  6  (fig.  223)  looks, 
at  first  sight,  like  a  Greek 
or  Roman  warrior,  on  ac- 
count of  the  form  of  his 
helmet ;  but  the  mous- 
taches and  whiskers,  and 
the  smoothly  shaven  chin, 
show  that  he  is  intended 
for  a  Gaul.  His  life  is 
quickly  oozing  from  the 
wounds  in  his  breast,  and  it  is  with  difficulty  that  he  props  himself  on 
his  left  arm  in   almost   exactly   the  same  position   as  the  so-called 

*  Dying  gladiator.** 

On  the  other  hand, 
there  is  no  mistaking  the 
nationality  of  No.  7 
(fig.  224),  who  is  fashi- 
oned in  the  wildest  and 
coarsest  type  of  the  bar- 
barian. The  hair  of  the 
head  is  thick  and  matted, 
and  even  that  on  the 
breast  and  in  the  arm- 
pits is  expressed,  and 
gives  to  this  figure  an  air  of  savagery  which  is  increased  by  the  stem 
look  of  defiance  in  the  face.  The  skin  of  some  animal  is  wrapped 
round  the  left  arm  ;  the  right  hand  still  grasps  the  sword,  which  death 
alone  can  wrest  from  his  grasp.  By  his  side  lies  his  girdle,  which, 
unlike  that  of  the  young  warrior  (No.  i),  to  whom  he  forms  in 
almost  all  respects  a  striking  contrast,  is  not  of  metal,  but  of  some  soft 
material.^     The  Parisian  statue^  No.  8  (fig.  225),  the  entire  nudity  of 


WOUNDED  GAUL   IN   NAPLES. 


'  Friederichs*  BausL  p.  325.        ^  Vide  infra^  p.  558.       ■  Fnederichs'  Baust.  p.  324. 
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which  denotes  the  Gaul,  has  sunk  on  one  knee,  in  an  attitude  very 
similar  to  that  of  No.  2  ;  and,  like  him,  he  fights  on  in  spite  of  the 
wound  in  his  thigh,  from  which  the  blood  is  flowing. 

Fig.  224. 


GALLIC   WARRIOR   IN    NAPLES. 


Of  the  two  last,  Nos.  9  and  10,  in  the  Vatican  and  the  collection 
of  Castellani  respectively,  it  is  difficult  to  speak  with  any  confidence. 
The  Vatican  figure  (fig.  226)  wears  a  head-dress  of  a  Persian  fashion, 
but  his  complete  nudity  hardly  suits  the  oriental  character.  He,  too, 
is  defending  himself  against  an  adversary  who  is  striking  at  him 
from  above. 

Fig.  225.  Fig.  226. 


GALLIC  warrior  IN   PARIS. 


GALLIC  WARRIOR  IN   VATICAN. 


The  nude,  youthful  and  ratlur  feminine,  figure,  No.  10  (fig.  227),  is 
also  considered  to  belong  to  the  fourth  group  of  the  offering  of  Attalus. 
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Fig.  227. 


He  is  without  weapons,  and  his  right  arm  is  raised  rather  in  depreca- 
tion than  resistance  ;  his  whole  bearing 
is  anything  but  that  of  a  Gallic  warrior. 

There  is  another  figure  of  a  beau- 
tiful  youth  in  Venice  (fig.  228)  lying 
prostrate  on  his  shield,  like  No.  i, 
which  is  also  regarded  by  some  writers 
as  belonging  to  one  of  the  Attalic 
groups.  There  is,  however,  nothing  of 
the  barbarian  in  his  ideal  face  and 
limbs,  and  nothing  Gallic  about  him  but 
his  hexagon  shield. 

Other  extant  works  have  been  as- 
signed to  one  or  other  of  these  four 
groups,  and  among  them  the  beautiful 
statue  at  Naples  of  an  Amazon  falling 
from  her  horse} 

Fig.  228. 


YOUNG   GAUL  (?)    (CASTELLANI.) 


YOUNG  GALLIC  (?)   WARRIOR   IN   VENICE. 

The  Great  Altar  at  Pergamon. 

It  appears  that  the  victory  of  Attalus  I.,  brilliant  as  it  was,  did 
not  permanently  destroy  the  strength  and  spirit  of  the  Galatians. 
In  alliance  with  the  King  of  Bithynia  they  once  more  invaded  the 


•  Overbeck,  G^w.  d.  Plastik,  ii.  178. 
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Pergamenian  territory  in  the  year  168  B.C.,  when  Attalus  I.  had 
been  succeeded  by  his  son  Eumenes  II.  The  latter,  who  had  in- 
herited the  martial  spirit  of  his  father,  again  defeated  the  Gala- 
tians  in  a  final  struggle  with  tremendous  loss.  He  too  sought  safety 
and  independence  in  a  strict  alliance  with  the  Romans,  and  afforded 
them  valuable  assistance  in  their  ^Etolian  and  Syrian  campaigns,  and 
more  especially  at  the  battle  of  Magnesia  (190  B.C.),  in  which  Scipio 
broke  the  power  of  Antiochus  the  Great.  Eumenes  II.  was  richly  re- 
warded for  his  important  services,  and  obtained  from  the  grateful 
Romans,  with  whom  he  made  himself  personally  popular  during  a  visit 
to  Rome,*  the  Thracian  Chersonese,  and  nearly  all  the  country  to 
the  west  of  the  Taurus  range.  Antiochus  was  compelled,  moreover, 
to  pay  him  359  talents  for  his  war  expenses,  and  127  talents  in  lieu  of 
a  yearly  tribute  of  com.  Eumenes  also  received  the  elephants  which 
formed  part  of  the  spoils  of  the  defeated  king. 

Eumenes  II.  was  now  at  the  summit  of  his  power  and  prosperity, 
and  it  is  reasonable  to  conjecture  that  it  was  at  this  period  of  his 
life  that  he  applied  himself  to  the  adornment  of  his  capital,  and 
made  Pergamon  worthy  of  the  extent  and  prosperity  of  his  extended 
empire.  He  employed  the  vast  wealth  which  he  had  inherited  and 
acquired  in  attracting  artists  and  men  of  letters  to  his  court,  and  ren- 
dered Pergamon  only  second  to  Alexandria  itself  as  a  centre  of  Hel- 
lenic learning  and  civilisation.  *  Eumenes  II.,*  says  Strabo,^  *  built 
the  city,  and  planted  the  grove  of  Nikephorion,  and  out  of  his  love  of 
magnificence  and  beauty  erected  buildings  as  offerings  to  the  Gods, 
and  founded  libraries,'  and  made  Pergamon  the  splendid  abode  which 
it  now  is.' 

We  have  now  good  reason  to  believe  that  one  of  the  most  re- 
markable of  these  works  was  An  Altar  of  vast  size,  dedicated  to  ^AOijpa 
TloXchs  Kol  Nt/ci;<^o/>o^  as  an  offering  for  the"  victory  of  Eumenes  over 
the  Gauls.  A  great  part  of  the  plastic  ornament  of  this  vast  structure 
may  now  be  seen  in  the  museum  at  Berlin. 


'  Cato  complained  bitterly  of  the  favour  ■  The  splendid  library  of  Pergamon  was 

shown  to  a  foreign   king.— Plutarch,   Ca/o  afterwardssentby  Mark  Antony  to  Alexandria 

Major,  as  a  present  to  Cleopatra,  who  would  prot)abIy 

'  xiii.  624.  have  preferred  a  modem  French  novel. 
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It  seems  strange  that  so  magnificent  a  work  should  have  left  only 
the  very  faintest  traces  in  ancient  literature.  A  few  years  ago  its  ex- 
istence was  hardly  suspected,  and  it  is  almost  by  what  we  call  accident 
that  this  grand  monument  of  Hellenic-Asiatic  art  has  been  brought 
to  light.  The  merit  of  its  first  discovery  belongs  to  Mr.  Humann,  a 
Westphalian  engineer,  who,  though  not  an  archaeologist,  had  acquired 
some  knowledge  of  Greek  art  in  the  cast-museums  of  his  country. 
This  gentleman,  while  employed  in  making  roads  in  the  neighbour- 
hood of  Pergamon,  had  witnessed  the  destruction  of  .a  large  number 
of  sculptured  marbles  in  the  Acropolis  of  Pergamon  by  Turks  and 
Greeks,  and  had  taste  enough  to  recognise  their  value.  He  at  once 
communicated  his  discovery  to  the  proper  authorities  at  Berlin,  and 
in  the  year  1 87 1  received  a  visit  from  Professors  E.  Curtius,  Adler, 
and  Gelzer  at  Pergamon,  and  showed  them  the  indications  of  the 
buried  treasure.  In  the  same  year  the  ground  was  examined  by 
Dr.  Hirschfeld.  As  the  testimony  of  these  high  authorities  left  no 
doubt  of  the  vast  importance  of  the  discovery,  the  Prussian  Govern- 
ment would  have  commenced  operations  at  once  had  they  not  been 
engaged  in  the  costly  expedition  to  Olympia,  for  which  the  Prussian 
parliament  cheerfully  voted  about  fifty  thousand  pounds.  Yet  even 
before  the  conclusion  of  the  artistic  campaign  in  Elis,  suitable 
men  and  sufficient  money  were  found  to  begin  operations  in  Per- 
gamon. In  April  1880  Prof  Conze,  the  learned  director  of  the 
Cast-Museum  at  Berlin,  arrived  in  Pergamon,  accompanied  by  Mr. 
Carl  Wilberg,  the  artist,  who,  during  a  four  weeks*  sojourn,  made  a 
number  of  interesting  sketches  of  the  altar  and  the  surrounding 
country  (fig.  229). 

The  first  excavations  were  made  on  a  platform  on  the  south-west 
side  of  the  Acropolis,  a  little  below  its  summit,  which  proved  to  be 
the  site  of  the  altar.  This  vast  edifice,  which  must  have  presented  a 
magnificent  object  of  view  from  the  city,  is  only  incidentally  referred 
to  by  Pausanias,*  who,  when  speaking  of  the  altar  of  Zeus  at  Olympia, 
remarks,  that  it  consisted  of  the  ashes  of  burnt  victims,  *  like  tlie  altar 
of  Pergamon'     Another  reference  to  it,  which  had  hitherto  almost 
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escaped  notice,*  now  assumed  considerable  importance.  The  passage 
occurs  in  the  work  of  Ampelius,  an  obscure  writer  of  the  third 
century  of  our  era.  *  There  was',  he  says,  *  at  Pergamon  a  great  altar 
of  marble^  forty  feet  in  height,  with  very  large  sculptures  represent- 
ing the  Battle  of  the  Gods  and  Giants' ' 

The  success  which  attended  the  excavations  in  this  spot  was  un- 
precedently  rapid  and  great.  The  first  ground  was  broken  in  Sept. 
1879.     In   the   month  of  June    1880  four   hundred   and   sixty-two 

Fic;.  229. 


VIEW   OF   THE   EXCAVATIONS   AT    PERGAMON    BY   MR.    C.    VVILBERG.    . 

chests,  weighing  about  7,000  cwt,  containing  ninety-four  large  slabs 
of  tite  Gigantomachia  (about  three-fifths  of  the  entire  frieze),  thirty- 
five  slabs  of  the  smaller  '  Telephus  friezel  one  hundred  and  thirty  in- 
scriptions, thirty-seven  statues,  busts,  horses,  &c.,  and  a  large  number 
of  architectural  and  other  fragments,  arrived  safely  in  Berlin. 

The  observations  of  the  able  and  indefatigable  architect,  Mr.  R. 


'  It  is  quoted  by  O.  Miiller  and  Botticher.       magna  alta  pedes  quadraginta,  cum  maximis 
^  Ampelii    Lib.    Meniorialis    (*Miracula      sculpturis  ;  continet  aulem  gigantomachiam.* 
Mundi  *)  :      *  Pergamo    erat   ara   marmorea 
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Bohn,  make  it  highly  probable  that  the  proper  altar  of  sacrifice  rose 
sub  Jove,  from  about  the  centre  (somewhat  nearer  to  the  north  side) 
of  a  vast  basement  of  masonry,  about  sixteen  feet  in  height  and  one 
hundred  feet  square.  This  altar,  which  was  formed  of  the  piled-up 
ashes  of  burnt  victims,  was  approached  by  a  broad  flight  of  steps  *  cut 
into  the  basement  on  the  south  side.  It  is  also  supposed  that  the 
altar  was  surrounded  by  a  hall  of  elegant  Ionic  pillars,  open  on  the 
outside,  but  closed  on  the  inside  by  a  wall,  so  as  to  enclose  a  space 
about  the  altar  of  seventy  feet  square,  which  could  only  be  entered 
by  the  flight  of  steps  '  (fig.  230). 

Fig.  230. 


GREAT  ALTAR  AT  PERGAMON  RESTORED. 


The  principal  frieze,  representing  tfte  Battle  of  t/ie  Gods  and 
GiantSy  ran  round  all  four  sides  of  the  building  at  about  eight  feet 
from  the  ground,  except,  of  course,  \vhere  it  was  interrupted  by  the 
steps,  up  the  sides  of  which  it  was  continued  in  triangular  form.  The 
figures  of  the  frieze  (which,  like  the  basement  itself,  is  of  a  coarse- 
grained marble  of  a  bluish  grey  tint)  are  about  seven  and  a  half  feet 
high,  and  appear  to  have  been  carved  on  the  slabs  after  the  comple- 
tion of  the  building.     The  smaller  frieze,   t/ie  subject  of  zvhic/t   is 

*  Not  so  broad  probably  as  in  the  illustra-  »  Die   Ergehnisse    der  Ausgrabungen   zu 

tion,  fig.  230.  Pergamon,  Berlin,  1880. 
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taken  from  the  legend  of  TelephuSy  son  of  Heracles  and  the  priestess 
Auge,  is  from  four  and  a  half  to  five  feet  high  ;  it  probably  adorned 
the  inner  wall  of  the  Ionic  colonnade. 

The  larger  frieze,  the  figures  of  which  are  in  as  high  relief  as  those 
of  a  metope,  was  protected  by  a  far  projecting  cornice,  in  the  cyma- 
tium  of  which  the  names  of  the  Gods  were  inscribed.  Below  the 
frieze  were  the  names  of  the  Giants,  and  lower  still  those  of  the  artists 
employed  on  the  work.  Of  Gods  the  following  names  may  still  be 
deciphered :  ^AOijva,  'ilpaK\rJ9,  ^Afi<f>t,TplTrf^  Ilo<rei8a>Pj  *flKiav69y  Tpl- 
T(0Vy  ''Apfjs,  ('E)i/i5a),  ^A<f>po8lrrj,  Atcowy,  A7)(t)cI>,  Sifii9,  (^A<r)Tepirf,  and 
r^;  of  giants  only  three  names  are  found  complete,  X0op6<f>vKo99 
'E/)i;<rr)^^a)i/,  and  'O;^^ato(y) ;  of  artists  not  one  is  legible. 

The  subject  of  this  relief  was  one  which  must  naturally  recur 
again  and  again  to  the  successive  actors  in  the  long  struggle  with  the 
barbarians.^  Nothing  could  be  more  natural  to  the  Greek  mind  than 
to  represent  the  feud  between  Hellenic  civilisation  and  Gallic  bar- 
barism,  by  the  old  myths  of  the  great  contest  between  the  bright  and 
beautiful  Olympian  deities  and  the  wild  and  lawless  Giants,  rudely 
shapen  in  nature/s  earliest  and  coarsest  mould.  Both  Greeks  and 
Romans  were  apt  to  regard  the  northern  barbarians  as  a  race  of 
giants.  Callimachus,^  the  Alexandrian  poet,  who  was  alive  when 
Attalus  I.  beat  the  Gauls,  calls  them  *  late  born  Titans  from  the  far 
west'  It  was  the  gigantic  size  of  the  Germans  which  terrified  the 
soldiers  of  Caesar,  and  made  so  many  of  his  officers  keep  in  their 
tents,  and  apply  to  him  for  leave  of  absence  *  on  urgent  affairs '  in 
Rome.  The  nature  of  the  contest,  too,  between  God  and  Giant  was 
remarkably  similar  to  that  between  Hellene  and  Gaul.  In  both  cases 
the  utter  destruction  of  the  foe  was  the  mutual  object ;  all  ideas  of 
fairness  or  mercy  were  out  of  place.  For  God  and  Giant  there  was 
no  alternative  but  Heaven  and  Hades  ;  and  for  Hellene  and  Gaul  no 
resting-place  between  dominion  and  death. 

The  designer  of  the  frieze  has  followed  the  myth  in   its  latest 


*  Representations   of  the  Gigantomachia  the  peplos  and  shield  of  Athene;  and  on 

are  very  numerous  in  Greek  art ;  e.g.  in  the  many  ancient  vases. 

pediments   of  the  Temple  of  Zeus  at  Agri-  *  D^L  174  :  *0\lfiy6voi  Ttrrj^ts  4^*  'Effir4pov 

gentum,  and  of  the  treasury  of  the  Megarians  iaxar6<oyros. 
at  Olympia ;  in  the  Selinuntian  metopes  ;  in 
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form,  as  we  find  it  in  the  pages  of  the  mythographer  ApoUodorus 
(140  B.C.)  and  in  the  Gigantomachia  of  Claudian.  Homer  knows 
nothing  of  such  a  contest.  The  Giants  are  indeed  mentioned  in  the 
Odyssey/  in  connexion  with  the  Cyclopes,  as  an  insolent  and  lawless 
tribe  whom  Eurymedon,  an  ancestor  of  Alcinous,  'ruled  over  and 
destroyed,'  and  as  nearly  related  to  the  Phaeacians.  But  though  they 
are  said  to  be  near  akin  to  the  Gods,  they  are  always  spoken  of 
in  Homer  as  mortals.  Hesiod,  on  the  other  hand,  regards  them  as 
divine  beings  born  of  Ge.  The  mighty  Mother  Earth  (F^)  in  her 
ceaseless  struggle  with  Heaven  (Ovpavos)  had  first  led  her  Titans 
against  the  bright  citadels  of  the  Gods,  and  had  suffered  a  terrible 
defeat.  Prometheus  was  chained  to  the  rocks  of  Caucasus  ;  the 
proud  neck  of  Atlas  was  bent  beneath  the  superincumbent  world  ; 
and  the  flesh  of  Tityos  grew  only  to  be  devoured.  She  now  creates 
a  new  brood  of  monsters  from  the  blood  of  the  mutilated  Cronos 
(Saturn)  (or  from  intercourse  with  Tartarus),  and  hurls  them  once 
more  on  her  ancient  foes.^  Fired  by  every  passion  which  could  rouse 
their  savage  nature  to  madness — the  hope  of  vengeance,  empire,  and 
the  possession  of  the  Olympian  Goddesses,  whose  beauty  had  so  often 
led  their  elder  brethren  to  destruction — they  readily  obey  her  call,  and 
rush  with  eager  confidence  to  the  fight. 

Jam  credunt  vicisse  Deos  .... 

....       Hie  stem  ere  Mart  em 
Cogitat,  hie  Phoebi  laeeros  divellere  erines. 
Hie  sibi  promittit  Venerem,  spiratque  Diance 
Conjugium,  eastamque  eupit  violare  Minervam.* 

In  such  a  spirit  is  the  frieze  of  the  great  altar  of  Pergamon  con- 
ceived. The  colossal  figures  are  executed  in  the  freest  and  boldest 
style,  and  in  such  high  relief  that  they  have  all  the  effect  of  statues. 
The  artist  has  given  full  play  to  a  wild  and  daring  fancy,  and  the 
skilful  hand  seems  to  embody  with  inexhaustible  skill  and  genial  ease 
the  most  eccentric  vagaries  of  his  bold  imagination.     The  form  and 


'  vii.  207,  and  x.  120.  Germain  contempt  on  the  upstart  Olympian 

*  There  was  no  great  presumption  in  this.  dynasty. 

Ge,  as  daughter  of  Chaos  (Hesiod.  Theog,  *  Claudiani  Cigantonmchia.     Conf.  Ovid, 

117,  125),  was  better  bom  than  Zeus,  and  in  Met.  i.  157. 
her  fallen  state  looked  with  a   certain  St. 
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attitude  of  the  Gods  are,  of  course,  dignified  and  graceful  ;  but  in 
those  of  the  Giants  we  find  the  utmost  variety  and  originality  of  con- 
ception. Some  of  them  are  of  the  noblest  type  of  vigorous  youth 
or  mature  manhood,  and  can  hardly  be  distinguished  from  their 
divine  adversaries.     This  is  the  case  in  some  vase  paintings  (fig.  231). 

Fig.  231. 


GIGANTOMACHIA   FROM   A   VASE. 

The  thighs  of  others  are  prolonged  into   hideous   serpents,*  which, 
with  their  crushing  coils  and  venomous  bite,  take  an   active  part  in 
the  engagement.     An  example  of  the  more  monstrous  formation  is 
found  on  gems  (fig.  232).     Many  of  them  have  wings,  either  two  or 
four  :   one  has  the  head  and  paws  of  a  lion  on   a         fig.  232. 
human  body ;  another  the  horns  and  ears  of  a  Triton  ; 
and  another  monster,  in  shaping  which  the  artist  has 
gone  to  the  extreme  of  ugliness,  has  a  hump  on  his 
neck  like  a  buffalo. 

The  battle  consists,  after  the  Homeric  style,  in  a 
series  of  hand-to-hand  combats  between  a  God  and 
a  Giant,  or  a  contest  of  several  combatants  over  the  gem  in 

bodies   of  the  slain.     The  chief  groups,  which  occu-         ^^^^'  ^*"^' 
pied  the  east  side,  are-  those  in  which  Athene  and  Zeus  ai;e  engaged. 
We  shall  begin  with  the  latter,  although  the  first  place  belongs  of  right 
to  the  former  as  the  tutelary  divinity  to  whom  the  altar  was  dedicated. 

T/ie  Zeus  group,     Zeus,  the  great  king  and  leader  of  the  Gods,  is 


'  Apolloclor.  i.  6^1  :    cTx©"  ^^  f"^*  fidtrtis  ^A(8af  ZpoKdvrMv. 
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engaged,  like  the  foremost  heroes  of  the  Iliad,  with  several  foes  at 
once.  With  resistless  might  he  strides  over  the  bodies  of  the  fallen, 
shaking  the  dread  aigis  in  his  raised  right  hand.  On  his  right  is 
a  giant  sittittg  on  the  ground,  whose  thigh  is  transfixed  by  a  thun- 
derbolt. On  his  left  is  a  younger  giant  in  purely  human  form 
upon  his  knees,  with  his  hand  to  his  wounded  shoulder.  Further 
to  the  left  is  an  enormous  snake-legged  monster,  who  has  wrapped 
a  hide — his  only  garment — about  his  arm  by  way  of  shield,  and, 
undismayed  by  the  fate  of  his  comrades,  is  hurling  a  rock  at  the  omni- 
potent Thunderer.*     Above  him  rise  t/ie  lieads  of  his  snake-legs,  into 

Fig.  233. 


THE  ATH^Nfe  GROUP. 

the  jaws  of  which  the  attendant  Eagle  of  Zeus,  swooping  from  above, 
has  fixed  his  iron  claws.  The  remains  of  a  magnificent  Quadriga 
with  a  driver  in  long  fluttering  garments,  bearing  a  shield,  probably 
belongs  to  this  group.  The  fiery  winged  /torses,  with  a  metal  bar 
across  their  backs,  as  in  our  old  curricle,  are  wildly  rushing  over  a 
heap  of  dead. 

T/ie  AthM  group  (fig.  233).     The  centre  of  interest,  however, 
lies  in  this  scene.      The  Goddess,  purposely  perhaps,  is  represented 


•  This  remarkable  figure  is  the  more  interesting  because  it  is  exactly  copied  in  a  well- 
known  relief  in  the  Vatican. 
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without  any  weapon  of  offence,  except  the  dread  gorgoneion   on  her 

breast 

*  Non  utitur  hasta, 
Nam  satis  est  vidisse  semel.' 

Seizing  a  handsome  giant  with  four  wings  by  the  hair,  she  strives  to 
drag  him  along  in  her  onward  course.  Her  constant  attendant,  the 
Erichthoniafi  serpent,  has  coiled  round  his  right  leg  and  left  arm,  and 
forced  him  into  a  position  so  similar  to  that  of  the  Laocoon,  that  some 
believe  that  the  motif  of  the  latter  is  derived  from  this  group.  The 
pathetic  hopeless  expression  in  the  upturned  face  of  the  paralyzed  giant 

Fig.  234. 


THE  TRIPLE   HECATfe. 

is  very  finely  rendered.  On  the  right  side  of  the  slab  a  Nike — whose 
outspread  wings  balance  those  of  the  giant  in  this  masterly  composi- 
tion— floats  towards  the  Goddess  with  the  garland  of  victory.  Before 
her  feet  is  the  mighty  form  of  Ge,  half  emerging  from  the  ground, 
and  with  piteous  looks  supplicating  mercy  for  her  darling  brood. 
Injecta  monstris  Terra  dolet  suis. 

HecatS group.  Most  of  the  types  of  the  Gods  are  familiar  to  our 
eyes,  but  the  figure  oi  Hecati  (fig.  234)  is  without  precedent  in  ancient 
art.  She  is  here  represented  with  three  heads,  a  triple  body,  and  six 
arms,  three  of  which  bear  shields  and  a  sword  sheath,  while  the  right 
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hands  arc  armed  with  a  sword,  a  spear,  and  a  long  flaming  torch, 
which  she  drives  like  a  lance  into  the  face  of  her  enemy.  She  is 
vigorously  seconded  by  lur  dog,  who  is  fixing  his  great  fangs  into 
the  body  of  a  prostrate  giant.  Above  the  dog  is  the  head  of  a  snake 
furiously  biting  into  the  rim  of  Hecate*s  shield. 

Artemis  group.  On  the  next  slab  to  the  right  we  recognise 
ArtemiSy  who,  with  one  foot  firmly  planted  on  the  scaly  legs  of  a 
fallen  foe,  is  drawing  her  bow  against  a  you7tg  and  liayidsome  giant 
with  shield  and  helmet^  who  boldly  rushes  to  meet  her.  He  is 
hastening  to  the  assistance  of  his  older  comrade,  on  whom  Artemis 
is  treading  with  her  richly  sandalled  foot,  while  one  of  her  dogs  seizes 
the  back  of  his  neck  with  his  teeth. 

Apollo  (?)  group.  One  of  the  finest  of  the  figures  is  supposed  to  be 
Apollo,  who  is  standing  over  an  enemy  whom  he  has  shot,  and  is  in 
the  act  of  drawing  another  deadly  arrow  from  his  quiver.*  ^ 

Dionysus  group.  Another  figure  of  great  beauty  is  that  of  Diony- 
sus wearing  a  crown  of  ivy,  and  a  short  rich  garment  girt  with  the  skin 
of  a  wild  beast.  He  is  accompanied  by  his  favourite /^»/A^r  and  two 
young  Satyrs,  who  are  easily  recognised  by  the  coarse  bristling  hair 
and  the  great  glands  in  the  neck.  We  are  here  reminded  of  a  passage 
in  Eratosthenes,^  in  which  he  says  that  *  Dionysus,  Hephcestus,  and 
the  Satyrs  rode  to  this  battle  on  asses,  and  frightened  the  giants  by 
their  cries.* 

We  know  from  the  inscription  meotioned  above,  that  the  marine 
T>€\X\^s>^Poseido7i,  Oceanus,  Triton,  &c. — played  an  important  part 
in  the  drama,  but  we  have  no  certain  representation  of  any  par- 
ticular Sea  God,  except  perhaps  Amphitrite  on  the  slab  marked  7.2? 
There  is  reason  to  Believe  that  these  deities  occupied  the  sides  of  the 
flight  of  steps.  We  have,  however,  a  magnificent  Biga  of  Hippocamps, 
which  can  have  belonged  only  to  Poseidon,  and  several  combatants 
on  the  side  of  the  Gods  bearing  evident  traces  of  their  watery  origin. 
One  of  these  wears  a  high  cap  of  fish  skin.  Another  fantastic  monster 
—  a  sort  of  sea-centaur — has  the  forehead  of  a  horse,  the  head  and 


*  Vide  Pindar,  Pyth.  viii.  15.  »  In  the  Assyrian  Hall  of  the  Berlin  mn- 

•  Catast.  ii.  Dionysus  is  called  yvywroKi^       seum. 
T«p.     Conf.  Hor.  Cai-m.  ii.  19.  21. 
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trunk  of  a  man,  wings  of  feathery  seaweed,  and  a  long  curling  fish- 
tail. Another  has  a  human  form,  with  the  addition  of  wings,  short 
horns  and  pointed  ears,  which  end  in  seaweed,  with  which  the  feathers 
of  his  wings  are  also  interspersed. 

One  of  the  most  imposing  objects  in  the  frieze  is  a  well- 
preserved  Quadriga  driven  by  a  God  {Helios})  or  king,  clad  in 
the  typical  garment  of  the  Greek  charioteer.  He  holds  the  reins 
in  his  left  hand,  and  swings  a  torch  in  his  right  The  progress 
of  the  rearing  horses  is  checked  by  a  Giant,  who  has  boldly  thrown 
himself  in  their  way.  A  female  figure  on  horseback,  Eos  (Aurora)  ? 
is  thus  cut  off  from  the  chariot  which  she  precedes.  She  turns 
her  head  towards  the  giant  in  terror,  and  gallops  away.  There 
is  a  second  female  rider  in  another  part  of  the  frieze,  with  her  back  to 
the  spectator,  who  is  generally  called  Selini,  One  might  object  that 
these  Goddesses  were  not  accustomed  to  ride.  Eos  is  generally 
winged,  and  floats  before  the  Sun-god,  and  Selen^  either  drives  or 
walks.  The  face  of  this  so-called  Helios  is  too  much  mutilated  to 
show  whether  it  is  a  portrait  or  not.  Either  Attalus  or  Eumenes  would 
certainly  occupy  a  prominent  place  in  the  composition,  and  it  would  be 
in  accordance  with  the  insane  presumption  of  Alexander  and  his  suc- 
cessors to  represent  the  ruler  of  Pergamon  as  the  Sun-god  in  his 
chariot. 

As  pendant  to  Ge,  the  mother  of  the  Giants,  we  find  on  another  slab 
the  mighty  form  oiCybele  (Rhe3),  the  Great  Mother  of  the  Gods.  The 
chief  seat  of  this  venerable  Goddess  was  in  the  neighbouring  Phry- 
gian mountains,  from  one  of  which,  KvfieXa,  near  Celaenae,  she  took 
her  name.  Her  worship  and  that  of  her  satellites,  the  Cabeiri,  had 
existed  in  Pergamon  itself  from  the  very  earliest  times.  She  is 
represented  with  very  full  proportions,  and  she  enters  the  contest 
riding,  as  usual,  on  a  lion.  Her  ample  mantle  covers  her  head  as 
well  as.  her  body,  and  gives  her  the  appropriate  air  of  sanctity  and 
mystery.  Above  her  head  hovers  the  Eagle  of  her  son  Zeus,  bearing 
in  his  claws  a  thunderbolt  bound  with  sacred  fillets.  Her  weapon  is 
a  bow,  which  is  not  elsewhere  ascribed  to  her.  She  is  preceded, 
as  a  mark  of  her  great  dignity,  first  by  a  female  attendant,  whose 
garment    swells   like   a   sail   behind  her  back,   and    further   to   the 
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front,  by  the  rude  and  powerful  form  of  one  of  tlu  Cabeiri}  He 
carries  his  attribute,  the  hammer^  which  he  is  aiming  at  the  most 
monstrous  form  in  the  whole  frieze.  This  is  a  Giant  who  has  not 
only  the  legs  of  a  serpent,  but  the  hump  and  ears  of  a  bvffalo.  He  has 
thrown  his  huge  bulk  on  his  enemy,  who  drives  his  sword  up  to  the 
hilt  into  the  monster's  body. 

The  chief  enigma  in  this  great  work  is  a  beautiful  female  figure, 
whom  the  Germans  call  by  the  wonderful  name  of  SclUangentopfwer-- 
ferin  (thrower  of  the  snake-vase).  Dressed  in  a  chiton,  and  with  a 
mantle  over  her  shoulders,  she  is  striding  to  the  left  to  attack 
a  Giant  who  has  fallen  on  one  knee.  She  seizes  his  shield  with 
her  left  hand,  and  attempts  to  drag  it  away,  and  her  right  hand 
holds  a  round  vase  encircled  by  snakes^  which  she  is  about  to  hurl  at 
him.  She  wears  a  short  fluttering  veil,  and  her  hair  is  confined  by  a 
simple  band.  The  beauty  of  her  face  and  her  rich  dress  have  pro-^ 
cured  for  her  the  name  of  Aphrodite ;  others  see  in  her  a  Nereid ;  but 
the  riddle  of  her  attribute— the  snake-encircled  vase — remains  un- 
solved. The  figure  is  the  more  interesting  because,  in  a  painting  of 
the  Gigantomachia  by  Giulio  Romano,  in  the  Palazzo  del  Te,  near 
Mantua,  we  see  four  or  fiive  female  figures  hurling  similar  vases,  which 
are  not,  however,  encircled  by  serpents.  If  we  accept  the  name  of 
Aphrodite,  which  I  am  hardly  inclined  to  do,  the  utter  inadequacy  of 
such  a  brittle  weapon  might  suggest  the  lines  of  Claudian  : — 

Of  one  combatant  on  the  side  of  the  Gods,  as  essential  to  a  Giganto- 
machia as  Zeus  himself,  viz.  Herac/es,  no  certain  traces  have  as  yet 
been  found.  There  is,  indeed,  a  male  figure  with  the  typical  lion's 
skin  and  club,  but  it  is  probably  that  of  a  Giant  attacking  a  lion  to 
his  left.  If  so,  Heracles  must  have  been  represented  in  another  part 
of  the  battle.  With  that  strange  inconsistency  which  pervades  the 
whole  of  Greek  mythology,  the  success  of  the  immortal  and  omni- 
potent Gods   was  made  contingent,   by   a   higher  law  promulgated 


*  Diodor.  V.  51.     Lucian,  Dea  Syr,  xv.  97. 

'  Cvpris  neque  telum  fercbat  neque  arma ;  scd  gerebat 
VenMstatem. 


Digitized  by 


Google 


CRITICISM  OF  THE  ALTAR  FRIEZE,  555 

through  the  oracles,  on  the  presence  and  aid  of  a  mortal.*  In 
fact,  Heracles  was  the  hero  of  the  battle,  for  it  was  he  who  slew  with 
his  bow  the  two  most  formidable  giants,  Alcyoneus  and  Porphyrion, 
of  whom  the  latter  alarmed  even  Zeus  himself.* 

Throughout  the  whole  frieze  the  Gods,  of  course,  have  the  upper 
hand  ;  but  they  have  no  easy  task,  and  in  one  or  two  instances  a 
God  appears  to  be  in  peril.  It  is  only  the  Goddesses — of  whom  there 
are  some  sixteen — who  are  never  in  trouble  or  danger.  The  calm- 
ness and  cheerful  confidence  with  which  they  thrust  their  blazing 
torches  into  the  faces  of  the  howling  giants,  and  tread  with  those 
beautiful  boots  upon  their  heads,  are  wonderful  to  behold ! 

From  what  has  been  said  the  reader  will  have  gathered  that  this 
extraordinary  work  has  all  the  characteristics  of  the  period  to  which 
it  belongs — the  colossal  grandeur,  the  violence,  the  grotesqueness,  the 
pathos,  the  wild  fancy,  the  rhetorical  exaggeration,  the  bravura  tone 
of  the  morbid  Alexandrian  age.  The  first  effect  is  extremely  striking 
— almost  overpowering— but  it  is  hardly  elevating  or  ennobling.  Many 
of  the  forms,  indeed,  are  moulded  on  the  best  Greek  models,  and  the 
execution  is  not  only  highly  skilful,  but  conscientiously  carried  out  in 
those  parts  of  the  figures  which  are  hidden  from  the  eye.  But  there 
is  much  in  these  reliefs  which  is  anything  but  Greek,  which  is  bar- 
barian and  Asiatic  ;  much  which  is  more  akin  to  the  bloody  Roman 
arena  than  the  Olympian  Altis.  We  could  not  look  at  them  again 
and  again,  and  during  our  whole  lives,  as  we  do  at  the  works  of  an 
earlier  period,  always  expecting  to  discover  some  new  beauty,  to  gain 
some  new  idea,  some  deeper  insight  into  the  heart  and  soul  of  the 
artist,  and  into  that  infinite  and  ideal  world  from  which  he  drew  his 
inspiration. 

Tlie  Telephus  frieze  of  t/ie  great  altar  at  Pergamon,  The  smaller 
frieze,  of  which  from  thirty  to  forty  slabs  are  now  in  Berlin,  appears 
to  have  adorned  the  inner  wall  of  the  colonnade,  which  enclosed 
the  altar  of  burnt  ashes.     The  subject  of  this  relief  is  taken  from 


*  TO* J  0€o*j  xAytov  Ijy  iirh  Bf&r  fxkr  fi7ii4¥a  iraro.—  Diodor.  i.  6.     Hor.  Catm,  ii.  12.  7. 

r&¥    riydirrvv  iwoX4aBai    8^a<r0at,   avfifia-  *  ical   8^  w6r€  cTj  Tloppvpluv  ofrry  (Jovi) 

XovvTos  5>  Bvrtr&v  nvhs  rtKwr4\ffU¥. — 'Hpoic-  'wap4ax*    wpdyfiar a,— Schol.  Aristoph,    Av, 

\ta  oly  ff^fifiaxov  Zths  8i'  'A^i'at  iw€Kak4-  1 25 1.     Hor.  Carm,  iii.  4.  49. 
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the  legend  of  Tclephus,  son  of  Auge,  an  Areadian  princess,  who, 
while  acting  as  priestess  of  Ath^nt^,  was  subjected  to  the  violent 
wooing  of  Heracles.  An  oracle  of  the  second  century  B.C.  still  ad- 
dresses the  Pergamenians  as  *  Telephidae,'  *  and  they  always  claimed 
descent  from  an  Arcadian  colony  which  came  to  Mysia  under  Tele- 
phus,  to  whom  they  paid  divine  honours.  The  unhappy  Auge 
exposed  her  infant  on  the  mountains  of  Arcadia,  where  it  was 
suckled  by  a  hind.  Mother  and  child  were  soon  found  by  Heracles, 
and  saved  from  destruction.  They  were  subsequently  wrecked  on 
the  coast  of  Teuthrania  (in  Mysia),  where  Auge  became  the  wife  of 
Teuthras,  and  her  son  Tclephus  the  leader  of  the  Teuthranians.  He 
opposed  the  landing  of  the  Greeks  on  their  way  to  Troy,  and  was 
wounded  by  the  spear  of  Achilles.  On  consulting  the  oracle,  he  was 
told  that  the  wound  could  only  be  healed  by  the  rust  of  the  spear 
which  inflicted  it  Telephus  thereupon  stole  into  the  house  of 
Agamemnon,  seized  the  little  Orestes,  took  refuge  with  him  at  the 
domestic  altar,  and  extorted  the  healing  rust  from  the  parents  by 
threatening  the  life  of  their  child. 

All  these  scenes  appear  to  be  pourtrayed  on  the  remains  of  the 
smaller  frieze.  We  see  Telephus  seated  on  the  altar  with  a  bandage 
round  his  wounded  leg  holding  the  infant  Orestes,  The  terrified 
nurse  is  kneeling  on  the  altar  steps,  and  above  her  is  a  fragment  of 
Agamemnon  holding  a  sceptre.  On  another  slab  Heracles  is  stand- 
ing before  a  plane  tree  with  club  and  lion's  skin,  and  the  infant 
Telephus  is  playing  on  the  ground  at  the  dugs  of  a  wild  beast.  On 
another  Auge  is  represented  completely  enveloped  in  a  mantle,  which 
covers  the  back  of  her  head,  sitting  on  an  eminence  in  evident  dis- 
tress. Below  her  are  two  men  preparing  a  boat^  which  they  move  with 
curious  machines.  In  the  best  preserved  relief  we  see  another  woman 
(nymph  ?),  also  sitting,  and  wrapped  in  a  hooded  mantle ;  below  her 
is  a  female  slave,  who  is  feeding  the  fire  under  a  caldron  with  billets 
of  wood. 

The  whole  tone  of  the  Telephus  frieze  is  quieter  than  that  of  the 
Gigantomachia,  and  serves  to  show  how  eclectic  was  the  character  of 
the  art  of  the  Diadochi. 


*  Karbel,  Epigr.  Grtpca,  No.  1035,  and  Conze,  Ergebnisse  d.  Ausgrab.  zm  Pergamon. 
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Among  the  other  numerous  works  of  art  found  at  Pergamon,  but 
not  belonging  to  the  Altar,  are  : — 

A  bronze  statuette  of  a  Satyr  boy}  It  was  found  in  the  ruins  of  a 
Greek  dwelling  at  Pergamon,  and  probably  formed  part  of  its  decora- 
tive furniture.  Tlie  young  Satyr^  who  is  of  the  rude  boorish  type,  is 
in  the  act  of  starting  back  from  the  sudden  attack  of  some  not  very 
formidable  foe— a  snake  or  a  dog  (?) — which  may  or  may  not  have 
been  actually  represented.  He  is  raising  his  right  hand  above  his 
head  as  if  to  deal  a  blow  with  Xh^pedumy  or  lagobolon^  with  which  he 
was  doubtless  armed.  The  expression  in  the  face  of  this  idle,  greedy, 
wantonly  mischievous,  insolent  yet  cowardly,  but  at  the  same  time 
humorous  and  good-natured,  young  vagabond  is  given  with  extra- 
ordinary skill.  From  his  left  arm  hangs  a  panther's  skin,  which 
happily  fills  up  the  space  between  the  legs.  In  his  left  hand  he  holds 
a  syrinx,  the  seven  pipes  of  which  are  of  equal  length,  according  to 
the  ancient  form,  which  fell  into  disuse  in  the  Graeco-Roman  period.* 
The  figure,  therefore,  probably  belongs  to  the  best  period  of  Perga- 
menian  art — the  end  of  the  third  or  beginning  of  the  second  century 
B.C.  The  head  has  been  rightly  compared  with  that  of  the  Tliom 
extractor  in  the  British  Museum,  and  the  attitude  reminds  us  strongly 
of  the  Marsyas  of  the  Lateran,  and  the  Actceon  attacked  by  his  dogs  in 
the  British  Museum  ; 

Thirty  draped  female  figures^  probably  priestesses  ; 

A  few  male  statues  ; 

A  statuette  of  Athhii  ; 

The  Triple  Hecate,  a  small  idol  ; 

And  lastly,  preeminent  in  all  respects  above  all  the  works  of  art 
exhumed  at  Pergamon,  The  Head  of  a  woman  or  Goddess,  of  Parian 
marble,  of  such  extraordinary  beauty  that  many  experts  are  inclined 
to  refer  it  to  the  fourth  century.  But  it  has  all  the  characteristics 
of  pathos,  and  of  a  soup^on  of  aristocratic  voluptuousness  as  well  as 
refinement  which  are  characteristic  of  the  post-Alexandrian  period. 
It  has  been  called  Aphrodite.  If  it  is  intended  for  the  Cyprian  queen, 
the  artist  has,  I  think,  taken  for  his  model  some  proud  and  beautiful 
damsel  of  the  sumptuous  court  of  one  of  the  Attalidae. 


'  Furtwangler,     40/^j     Programm    zum  *  Furtwangler,  Ann,  d,  /.  1877,  p.  214. 

Winckelmannsfeste,  PL  i.  Berlin,  1880. 
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CHAPTER    XLVII. 

THE  DYING   GAUL  IN   THE   CAPITOL  AT  ROME 

(fig.  235). 

We  cannot  reasonably  suppose  that  a  patriotic  monarch  like  Attalus, 
who  made  such  magnificent  presents  to  the  city  of  Athens,  would 
leave  Pergamon,  his  own  capital,  unadorned  by  memorials  of   his 


Fig.  235. 


THE   DYING  GAUL. 


crowning  and  saving 
victory.  And,  in  fact, 
we  have  statues  of  a 
similar  st>'le  and  cha- 
racter to  those  of  the 
Attalic  offerings  de- 
scribed above,  which 
are  with  very  general 
assent  assigned  to  this 
period  and  to  artists 
of  Pergamon. 

There  is  scarcely  a  work  in  the  whole  range  of  ancient  art  which 
is  more  intelligible  to  the  northern  mind,  or  more  universally  popu- 
lar, than  the  so-called  *  Dying  Gladiator^  a  name  so  much  en- 
deared to  us  by  the  touching  lines  of  Byron — too  familiar  to  quote — 
that  we  are  loth  to  change  it  for  the  tnier  designation.  This  noble 
and  pathetic  statue  was  discovered  at  Rome  in  a  very  perfect  state  in 
the  sixteenth  century,  and  was  formerly  in  the  Villa  Ludovisi.  The 
restoration  of  the  right  arm  is  correct,  but  the  horn,  said  to  have  been 
restored  by  Michael  Angelo,  should  have  ended  in  a  mouthpiece. 

Nibby  was  the  first  to  recognise  a  Gaul  in  this  statue,  and  came 
to  this  conclusion  by  comparing  it  with  the  description  given  of  the 
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physical  constitution  of  the  Gauls,  or  Galatians  as  they  were  called 
by  the  Greeks.*  There  can  be  little  doubt  that  the  artist  has  here 
represented  one  of  the  many  incidents  of  the  great  battle  in  which 
Attalus  defeated  the  barbarian  invaders.  We  learn  from  ancient 
history  that  the  latter,  when  all  seemed  lost,  not  unfrequently  slew 
their  wives  and  children  and  themselves  to  escape  the  hateful  bondage 
to  the  Romans.  A  generous  adversary  could  not  but  admire  the 
rude  greatness  of  soul  which  thus  preferred  self-inflicted  death  to 
slavery,  and  it  is  this  which  ennobles  and  idealises  the  statue  before 
us.  Such  an  incident  is  represented  here,  in  the  wild,  stern  bar- 
barian, who  has  just  stabbed  himself,  and  is  gradually  sinking  to  the 
ground,  as  the  life-blood  flows  from  the  deep  wound  in  his  manly 
breast.  His  position,  which  is  in  the  highest  degree  natural  and 
graceful,  is  entirely  determined  by  the  eflbrt  to  avoid  all  tension  of 
the  skin  and  muscles  by  which  pain  would  be  increased.^  The 
head  droops,  the  enfeebled  arm  with  difficulty  supports  the  ever- 
increasing  dead  weight  of  the  massive  frame ;  death  and  gloomy 
despair  are  in  his  swimming  eyes.  He  has  had  time  not  only  to  kill 
himself  before  the  enemy  arrives,  but  to  break  his  now  useless  horn, 
and  to  cover  with  his  lifeless  body  the  broad  shield,  the  emblem  of  his 
honour ;  and  he  still  wears  round  his  body  the  golden  torques^  the 
sign  of  rank,  from  which  the  haughty  Manlius  was  proud  to  take  his 
surname. 

Here,  as  in  the  Attalic  offerings  described  above,  we  have  a  new 
departure  in  the  aim  and  direction  of  plastic  art.  It  was  determined 
by  the  wish  to  represent  the  normal  type  of  the  barbarian  of  the  North 
with  all  the  physical  imperfections  resulting  from  exposure  to  a  rude 
climate,  and  from  the  habits  and  manners  of  the  untaught  savage. 

It  is  true  that  foreigners  appear  on  much  earlier  works — e.g. 
Trojans  in  the  uEginetan  marbles,  and  Persians  on  the  frieze  of  the 
Temple  of  Nike  Apteros.^  But  the  artists  of  these  works  distinguished 
them  from  Greeks  by  dress  and  accoutrements  alone.     The  Pergame- 


*  Nibby,  Effemeridi  letierarie  di  Ronuij  the  fifth  century  B.C.  a  very  characteristic 
1 82 1,  App.  p.  49.     Diodor.  Sic.  v.  28.  figure  of  an   ^Ethiopian    may    be    seen. — 

*  Vide  Brunn,  K.-G,  i.  p.  455.  Gerhard,  Auserl,  Vasen,  v.  3.  207.     Conf. 

*  The  representation  of  foreign  types  be-  Friederichs'  Baust,  p.  326. 
gan  much  earlier  in  painting.     On  a  vase  of 
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nian  sculptor  no  longer  stood  on  mythical  ground,  but  on  that  of  con- 
temporary history.  He  had  to  fix  in  the  eternity  of  stone  a  scene  which 
had  been  enacted  before  his  own  eyes,  and  to  endow  his  work  with 
the  value  of  historic  as  well  as  artistic  truth.  This  he  succeeds  in 
doing  by  a  conscious  reflexion  and  discrimination  in  the  selection  of 
characteristic  traits  and  details.  Many  of  these  were  the  reverse  of 
beautiful,  but  he  unflinchingly  gives  them  all — the  large  joints,  the 
knotted  fingers,  the  horny  palms  of  the  hand  and  soles  of  the  feet, 
the  folds  of  thick  coarse  skin  above  the  wrists  and  ancles,  the  general 
irregularity  of  surface  common  to  barbarian  races  and  to  the  rudest 
classes  of  civilised  nations.  The  arrangement  of  the  unbound,  un- 
kempt hair,  too,  which  grows  far  down  the  nape  of  the  neck,  is  as 
different  as  possible  from  that  of  the  Greek  models.  Both  Germans 
and  Gauls  clotted  their  hair  into  small  knobs,  like  those  of  a  sheep's 
fleece,  by  some  glutinous  salve,  and  then  stroked  it  back  over  the 
crown  of  the  head.  This  peculiarity,  too,  is  given  in  the  *  Dying 
Gaul,'  as  well  as  the  thick  mustaches,  which  was  the  only  hair  which 
the  noble  Gaul  allowed  to  grow  on  his  face. 

If  these,  for  the  most  part,  unlovely  features  had  been  all  that 
we  could  see  in  this  celebrated  work,  it  would  be  interesting  only 
to  technicians,  and  ethnologists,  and  to  the  vulgar  to  whom  the 
power  of  realistic  imitation  is  the  highest  merit  of  the  artist.  But  it 
differs  from  the  Greek  ideal  no  less  in  its  moral  significance  than  in 
its  corporeal  features.  The  action  and  bearing  of  the  Dying  Gaul 
are  altogether  foreign  to  the  Greek  character.  In  the  Greek  the  most 
passionate  excitement  is  subject  to  the  rule  of  reason,  which,  *  in  the 
very  torrent,  tempest,  and  whirlwind  of  his  passion,  acquires  and 
begets  a  temperance  which  gives  it  smoothness;'  and  this  temper- 
ance {ijw^poiT\>vr\)  is  the  very  soul  of  the  purest  Greek  art.  But  the 
fury  and  the  despair  of  the  barbarian  know  no  bounds.  In  the  tem- 
pest of  his  passions  his  whole  being  suffers  shipwreck. 

The  Gaul  killing  his  wife  (fig.  236).  Of  the  same  period,  and  even 
of  the  same  somewhat  peculiar  marble  as  the  *  Dying  Gaul,'  is  the 
famous  group  in  the  Villa  Ludovisi,  known  under  the  absurd  name  of 
*  Paetus  and  Arria.'  The  very  striking  resemblance  in  style  between 
these  two  works  is  somewhat  obscured  by  the  mischievous  activity  of 
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some  miserable  restorer,  who  has  *  worked  over '  and  partially  destroyed 
the  front  surface  of  the  female  figure.  This  group  represents  another 
of  the  thousand  stirring  and  affecting  scenes  of  the  battle-field,  in 
which  a  Gaul,  in  the  face  of  the  nearly  approaching  enemy,  has  just 
slain  his  wife,  and  with  upraised  hand  is  driving  the  deadly  steel 
into  his  own  throat 

Very  striking  and  touching  is  the  contrast  between  the  powerful 
vigorous  warrior  standing  at  bay  before  the  foe,  with  his  dark  defiant 
scowl,  and  the   lifeless  '  form   and 
piteous  face  of  the  poor  wife,  whom 
he  has  so  ruthlessly  sacrificed  to 
pride  and  honour. 

The  masterly  freedom  of  ex- 
ecution shown  in  these  kindred 
figures,  and  the  entire  absence  of 
the  unmeaning  smoothness  and 
petty  accuracy  in  detail  which 
betray  the  copyist,  would  incline 
us  to  regard  them  as  original 
works  of  the  Pergamenian  artists 
mentioned  by  Pliny;  but  unfor- 
tunately he  speaks  of  them  only 
as  workers  in  bronze.  There  is, 
however,  great  reason  for  be- 
lieving   that   they   are   the   work 

of  Pergamenian  artists  employed  ^^^  ^^^^  ^j^ling  his  wife. 

to    immortalise    the    victories    of 

Attalus.  Cognate  in  character  and  style,  though  probably  executed 
in  Rome,  is  the  very  beautiful  statue  generally  called  '  Thusnelda,' 
but  more  correctly  *  Gerinariia  devicta^  in  the  Loggia  de*  Lanzi  at 
Florence,  to  whom  the  wife  in  the  Ludovisi  group  bears  a  very 
striking  resemblance  in  the  face. 

The  Knife  sharpener,  in  the  Tribune  at  Florence,  has  been  claimed 
for  the  school  of  Pergamon,*  and  certainly  stands  in  very  near  rcla- 


*  Bursian,  Allgem.  Encyd.  Sect.  i.  B.  82,  p.  482. 
00 
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tion  to  it  in  style.  It  probably  formed  part  of  a  group  consisting 
of  ApollOy  MarsyaSy  and  t/te  Barbarian  slave^  whetting  his  knife  to 
carry  out  the  cruel  sentence  on  the  defeated  and  miserable  Satyr, 
who  had  thought  too  much  of  his  own  music  The  disgusting  office 
is  entrusted  to  a  barbarian  and  a  slave,  who  is  represented  with  a 
Cossack's  skull,  and  a  narrow  and  pointed  chest  His  hair  is  coarse 
and  disorderly,  his  dress  mean  and  evidently  dirty,  and  the  whole 
attitude  and  bearing  of  the  unclean  creature  is  a  disgusting  mixture 
of  servility  and  cruelty. 

Marsyas,  in  Berlin.  A  marble  torso  of  the  musical  Sat>T,  found 
by  Vescovale  in  1844  on  the  Palatine  hill  at  Rome,  probably  belongs 
to  the  above-mentioned  group.  The  body  of  Marsyas  is  suspended 
on  a  tree,  with  the  head  downwards,  and  the  arms  hanging  down  and 
bound  at  the  wrists.  The  execution  is  masterly,  and  the  forms  at- 
tributed to  the  Satyr  tribe,  and  the  hair  on  the  breast  and  in  the 
arm-pits,  which  indicate  his  semi-brutish  nature,  are  given  in  the  most 
characteristic  manner.  The  work  is  evidently  Greek,  but  the  subject 
is  too  revolting  to  allow  us  to  place  it  earlier  than  the  time  of  the 
later  Diadochi,  when  the  display  of  technical  skill  in  the  treatment  of 
difficult  subjects  was  the  principal  object  of  the  artist 

Other  Artists  probably  belonging  to  this 

Period. 

Of  these  it  will  only  be  necessary  to  mention  two,  Daedalus  of 
Bithynia  and  Boethos  of  Chalcedon  (or  Carthage)  } 

DyGDALUs  OF  Bithynia, 

to  which  country  the  practice  of  art  would  most  naturally  spread  from 
Pergamon.  Daedalus  made  a  statue  ol  Zeus  Stratios  (God  of  armies)* 
for  Nicomedia  (founded  Ol.  129.  i,  B.C.  264),  of  which  the  figure  of 
the  God,  standing  erect,  on  Bithynian  coins  of  King  Prusias  (ac.  251) 
and  Nicomcdes  (+  74  RC),  is  supposed  to  be  a  copy.     Zeus  is  repre- 

'  Herod,  v.  119. 
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sented  leaning  on  a  sceptre  or  lance  with  the  left  hand,  and  holding  a 
wreath  in  the  right  ^ 

K^  probably  belonging  to  this  period,  although  his  date  ^  is  very  un- 
certain, we  may  mention  here  a  much  more  important  artist, 

BoETHOS   OF   ChALCEDON  ^  (?)   (ScUTARl), 

chiefly  known  for  his  skill  in  the  toreutic  art,  in  which  he  ranked 
with  Acragas  and  Mys,  next  to  Mentor.  Cicero  mentions  a  beautiful 
Hydria  (*praeclaro  opere*)  by  his  hand,  an  heirloom  in  the  family  of 
Pamphilus  of  Lilybaeum,  from  whom  Vcrres  stole  it.^  Many  works 
in  chased  silver,  by  his  hand,  existed  in  the  Temple  of  Athene  at 
Lindos  in  the  time  of  Pliny.'* 

Among  his  statuary  works  was  a  nude  fgure  of  a  Boy  in  gold, 
sitting  at  the  feet  of  Aphrodite  in  the  Heraion  at  Olympia.  We  arc 
left  to  conjecture  whether  he  was  in  any  way  connected  or  grouped 
with  the  Goddess,  in  which  case  we  should  see  in  him  an  Eros. 
Some  writers,  rather  arbitrarily,  suggest  that  this  golden  boy  was  the 
original  of  the  well-known  Spinario  (Thorn-extractor). 

He  also  executed  a  statue  of  the  God  Asklepios  as  a  boy,  to  which 
an  epigram  refers  with  high  praise  as  svirdkd ixov  ao^lrjs  fiva^a.  It 
was  dedicated  to  the  God  by  Nicomedes,  a  physician. 

But  the  most  interesting  of  his  works  is  his 

Boy  strangling  a  Goosc^  (fig.  237),  a  genre  group  conceived  in 
the  spirit  of  playful  mockery,  characteristic  of  the  Alexandrian  period, 
and  executed  with  marvellous  truth  and  skill.  It  is  intended,  of 
course,  as  a  parody  on  the  struggle  between  Heracles  and  the  Nc- 
mean  Lion,  and  the  task  of  the  sturdy  and  resolute  little  boy  is 
relatively  no  less  arduous  and  serious  than  that  of  the  world-renowned 


'  Welcker,  Gottirlehrfy  ii.  210.  Handb.  d.Arch,  sec.  159.  I.  Conf.  Schubart, 

'  On  the  authority  of  an  inscription  (C(?r/.  Meckcisens  Jahrb,  Ixxxvii.  p.  308. 

Inscr,  Gr,  6164)  the  genuineness  of  which  *  Cic.  in  Ven-eniy  iv.  14. 

he   formerly  suspected,  Brunn   now   places  *  N,  II.  xxxiii.  155. 

Boelhos  in  the  first  three  decades  of  the  third  •  Plin.   N.   II.   xxxiv.    84  :    '  Infans    ex 

century  B.C. — Ber,  d.  Km.  baier.  Acad.  Nov.  aere.^     Welcker  reads  eximie.     The  passage 

6, 1880.  is  corrupt,  and  there   are  different  readings 

•  We  have  adopted  the  reading  XaAici75<{-  in  different  MSS. 
viot  instead  of  Kopx^Wfioj.     Vid.  O.  Miiller, 
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demigod.  The  group,  which  is  found  in  several  copies,  probably 
served  as  a  fountain,  the  water  issuing  from  the  beak  of  the  goose. 
The  composition  is  simple  and  beautiful,  and  the  execution  worthy  of 
an  original  artist. 

The  same  sportive  and  idyllic  spirit  reigns  in  other  popular  works 
of  ancient  art,  which  are  for  this  reason  alone  attributed  to  Boethos. 
The  best  known  of  these  are 

Spinario  (The  Thorn-extractor)  (fig.  238),  of  which  the  original,  in 


Fig.  237. 


Fig.  238. 


BOY   AND   GOOSE. 


SPINARIO. 


bronze,  is  in  the  Conservator!  Palace  at  Rome.  There  are  several 
copies  in  marble  in  the  Vatican,  Florence,  &c.,  and  one  of  a  somewhat 
different  character  in  the  British  Museum,  The  bronze  statue  is  dis- 
tinguished by  a  touching  simplicity  and  purity  of  style  worthy  of  the 
best  periods  of  art.  The  attitude  is  easy,  natural,  and  graceful.  The 
forms  of  the  body  are  extremely  beautiful,  and  the  complete  absorption 
of  mind  expressed  in  the  face  is  rendered  with  singular  truth  and 
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skill.  In  fact,  it  is  only  the  nature  of  the  subject  which  leads  us  to  place 
this  beautiful  work  in  the  Alexandrian  period  ;  *  and  there  is  a  degree  of 
archaic  severity  in  the  treatment  of  the  hair  which  will  always  give  rise 
to  a  doubt  whether  it  may  not,  after  all,  belong  to  the  golden  age 
of  Grecian  art.*  A  new  Spinario  of  Greek  marble  was  found  at  Rome 
in  1874,  sitting  on  a  rock,  but  as  it  is  distinguished  by  an  expression 
of  great  pain,  as  well  as  eager  attention,  it  belongs  probably  to  a  later 
period. 

The  well-known  statue  of  a  Girl  playing  with  astragals  (knuckle- 
bones) is  also  classed  with  the  preceding,  which  it  resembles  in  gene- 
ral character  and  design.  The  old  Greek  prototype  is  probably  to 
be  found  in  the  statue  from  Tyndaris,  now  in  Naples.'  There  are 
marble  copies  in  the  British  Museum,  in  Paris,  Dresden,  and  the 
Pal.  Colonna  in  Rome  ;  but  the  best  of  all  is  in  Berlin.  As  the  game 
of  astragals  requires  two  players  at  least,  this  statue  is  supposed  to 
have  formed  part  of  a  group.  It  breathes  the  same  charming  air  of 
unconsciousness  and  simple  contentment  as  the  other  ge^ire  works  al- 
ready noticed,  which  accord  so  well  with  the  idylls  of  the  period.  Other 
examples  of  playful  genre  style  are  a 

Girl  protecting  a  dove  from  a  snake  (?)  in  the  Capitol  at  Rome.  She 
is  richly  dressed,  but  her  shoulder  is  bare.  Her  face  is  turned  with  an 
anxious  expression  towards  the  snake  (.^),  while  she  shelters  the  dove 
in  her  bosom.     Also  a  beautiful  statue  of 

A  child  playing  at  capita  et  puppim^  *  heads  and  ships,*  or,  as  we 
should  say,  *  heads  and  tails,*  in  the  Vatican  ;  and 

A  Boy  riding  carelessly  on  a  goose,  and  at  the  same  time  eating  a 
bunch  of  grapes,  in  the  Vatican. 


*  Kekule  thinks  that  it  is  a  work  of  Pasi-  on  account  of   the  treatment  of  the  hair, 

teles*  school,  or  of  one  of  the  same  tenden-  Friederichs,  too,    thinks  it  older  than  the 

cies  of  an  earlier  date.  Apoxyomenos  and    *  the  Praying  Boy  *    at 

'  Brizio  and  Furtwangler  (Attn,  d,  InsL  Berlin. 

1876,  p.   124)  refer  the  bronze  Spinario  in  •  O.    Miiller,    H,    d.   A,    sec.   430.    i, 

the  Conservatori  Palace  to  the  fiflh  century,  published  in  Bouillon,  ii.  30.  2. 
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SIXTH    PERIOD. 

FROM  THE  FALL    OF    CORINTH,     OL.     158.     2 
(i9.    C  146),    TO    THE  DECLINE   OF  ART— 

GR^CO^ROMAN  PERIOD. 


CHAPTER  XLVIII. 

ITALIAN  {ETRUSCAN)  ART}    MIGRATION  OF 
GREEK  ART  TO  ROME. 

At  the  period  at  which  we  have  now  arrived  Greek  art  is  about  to 
leave  for  ever  the  home  in  which  her  bright  youth  and  glorious  matu- 
rity had  been  passed,  to  live  as  a  captive  in  a  strange  land,  and  serve 
in  her  declining  years  the  whims  of  a  proud  master.  It  is  natural  to 
inquire  how  the  place  which  she  is  about  to  occupy  in  the  Roman 
world  was  filled  before  her  arrival,  and  to  say  a  few  words  on  that 
Italian  art,  of  which,  though  so  little  notice  is  taken  of  it  by  Latin 
writers,  we  have  considerable  remains. 

Whatever  art-activity  existed  in  Italy  in  early  times,  independent 
of  Greek  influence,  was  derived  from  Etruria,  from  which  Rome  re- 


•  Our  narrow  limits  will  not  allow  us  to  K.  O.  Miiller  (Die  Eirusker),  Isaac  Taylor, 

discuss   the    very  difficult    question   of  the  and  last,   not  least,  George  Dennis  (Ci/w 

origin  of  the  Etruscans,  the  most  mysterious  and  Cemeteries  o/Etrutia).     Interesting  ar- 

people  of  antiquity.    The  reader  should  con-  tides  on  the  subject  will  be  found  in  the 

suit  the  works  of  Italian,  German  and  Eng-  Times  (May  31,   1879),  the  old  Pall  Mall 

lish  writers  on  this  subject,  of  whom  we  may  Gazetie  (Feb.    8,    1879),   and   the   British 

especially  mention  Lanzi,  Inghirami,  Micali,  Quarterly  Review  {Oct.  1875). 
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ceived  the  greatest  of  her  kings,  and  many  of  her  religious  and  politi- 
cal institutions.'  The  earliest  remains  of  Etruscan  as  well  as  Greek 
art  betray,  both  in  design  and  style,  strong  traces  of  Assyrian  and 
Egyptian  influence.  This  will  be  easily  accounted  for  if  we  may 
attach  any  value  to  the  tradition  that  when  Demaratus,  father  of  King 
Tarquin,  was  expelled  from  Corinth,  he  brought  Greek  artists  with 
him* by  whom  plastic  art  was  introduced  into  Italy;'*  for,  as  we 
know,  Greek  art  at  that  period,  Ol.  31.  2  (B.C  655),  had  not  yet 
emancipated  itself  from  Oriental  bonds.  Most  of  the  Etruscan  deities, 
for  example,  had  wings,  as  appears  to  have  been  the  case  with  some 
of  the  oldest  of  the  Greek  gods,  as  the  Artemis  in  the  Chest  of  Cyp- 
selus  in  the  Heraion  at  Olympia,^  and  in  tlie  bronze  reliefs  lately  dis- 
covered there. 

The  first  material  employed  by  the  Etruscans  appears  to  have 
been  not  wood  but  clay,  in  which  their  country  abounded,  and  of 
which  even  their  Gods  were  made  ;  marble,  on  the  other  hand,  was 
but  little  known.  In  their  intercourse  with  the  East,  through  the 
medium  of  the  Phoenicians,  they  learned  the  art  of  working  metals, 
and  carried  it  to  a  very  high  degree  of  perfection.  Etruria  was  filled 
with  bronze  figures,  some  colossal,  but  mostly  statuettes,  and  M. 
Fulvius  Flaccus  is  said  to  have  carried  off  2,000  statues  from  Volsinii 
alone  (489  A.U.C.,  265  B.c.^). 

Among  the  best  known  of  Etruscan  bronze  works  are  the  Chi- 
mcBra  of  Arretium  (Arezzo)  at  Florence ;  tlie  Site  wolf^  on  the 
Capitol,  the  antiquity  of  which  may  be  questioned.  It  is  generally 
supposed  to  be  the  very  work  mentioned  by  Dionysius  ^  of  Halicar- 
nassus  and  Livy,^  which  was  consecrated  near  the  Ruminalian  fig- 
tree®  in  296  B.C  (A.U.C.  458)  ;  the  Aule  Metelli  (called  Arringatore=i 
soothsayer),  a  portrait  statue  in  Florence  of  the  size  of  life  ;  a  Minen^a, 
found  in  Arezzo,  in  Florence  ;  an  Apollo  in  the  archaic  Greek  style 


*  Vid.  Niebubr,   Rom,  Hist.  i.  pp.  351,  *  Professor  Helbig  thinks  it  probable  that 

366.  this  remarkable  work  was  made  during  the 

'  Plin.  iV.  H,  XXXV.  35.  152.    Conf.  Tac  ascendency  of  the  great  Tribune  Rienzi  in 

Ann,  xi.  Rome  in  1354  a.d. 

'  Pausan.    v.    193.      Conf.    Cic.  de  Nat.  •  i.  79.                            '  x.  23. 

Deorum^  iii.   23:    '  Pal]antls...cui  pinnarum  "  Rumina.  goddess  of  sucklings,   had   a 

talaria  affigunt.'  temple  near  the  figiree,  under  which  Romu- 

^  Plin.  N,  H.  xxxiv.  7.  17.  lus  and  Remus  were  suckled  by  the  wolf. 
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but  with  Etruscan  necklace  and  sItoeSy  in  Florence  ;  and  a  Boy  stand- 
ing by  a  goose,  at  Leyden  ;  and  some  very  remarkable  fragments  of 
a  chariot,  found  at  Perugia  (one  of  the  chief  sources  of  Etruscan 
works),  now  at  Munich,  on  which  strange  monsters  are  represented 
fighting  or  walking,  a  Minotaur,  a  Medusa,  Lions,  Hunting  scenes,  Src, 
all  in  a  style  strongly  resembling  that  of  Assyrian  works  of  art 

From  a  deficiency  in  the  faculty  of  invention,  however,  the  Etrus- 
cans never  developed  a  truly  national  style  of  their  own.  While 
Greek  art  was  in  its  infancy  they  took  their  cue  from  the  East ;  and 
when  Greek  influences  made  themselves  felt  in  Italy  through  the  me- 
dium of  the  Greek  colonies  of  Magna  Graecia,  the  Etruscans  borrowed 
the  subjects  and  imitated  the  style  of  Greek  artists,  and  adhered  to 
the  types  which  they  first  received  long  after  they  had  been  aban- 
doned in  Greece  itself.  These  they  copied  to  the  best  of  their 
ability,  but  in  most  cases  the  spirit  of  Greek  ideality  escaf)ed  from 
their  rude  hands,  and  was  superseded  by  the  coarse  materialism,  and 
realistic  individualism  which  are  leading  characteristics  of  Etruscan 
art.  What  gives  a  certain  value  to  their  works,  especially  those  of 
bronze,  is  the  industry  and  technical  skill  which  they  often  display, 
and  a  certain  quaintness  which  made  them  popular  even  in  Athens, 
and  still  more  so  in  Rome. 

From  the  still  vivid  paintings  on  the  walls  of  the  tombs  at  Cometo 
and  other  parts  of  Etruria,  and  the  plastic  representations  on  numerous 
cineraria  of  alabaster,  tufa,  travertine,  and  terra  cotta  to  be  seen  in 
Italy,  we  derive  a  very  clear  idea  of  the  physical  type,  the  social  life, 
and  domestic  habits  of  this  singular  people.  Enriched,  but  not 
refined,  by  their  maritime  commerce  and  their  manufactures,  they 
employed  their  wealth  in  luxurious  living  and  sensual  enjoyments. 
The  richly  chased  goblets  of  precious  metals  with  which  they 
adorned  their  tables,  and  the  costly  ornaments  of  the  most  elaborate 
and  delicate  workmanship  which  they  wore  on  their  persons,  may 
be  seen  in  great  perfection  in  the  British  Museum,  the  Vatican, 
and  other  museums,  and  are  even  now  the  objects  of  admiration  and 
imitation.  Of  the  Etruscans  themselves  we  get  a  less  favourable 
idea.  They  were  physically  very  inferior  to  the  Greeks,  and  from 
their  tendency  to  represent  the  individual  with  all  his  ugly  peculi- 
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arities,  the  difference  between  the  two  races  appears  greater  in  art 
perhaps  than  it  was  in  reality.  In  some  of  their  drawings — especially 
in  those  in  the  tombs  of  Cometo,  and  on  the  famous  Ficoronian 
cista—^G^  see  that  they  have  copied  the  forms  of  their  Greek  models. 
Where  they  work  more  indef)endently,  and  follow  the  national  type, 
they  produce  uncouth,  obese,  repulsive  figures,  with  stunted  dispro- 
f>ortioned  limbs  loosely  strung  together,  and  devoid  of  all  symmetry 
and  grace. 

Among  the  earliest  Etruscan  artists  we  find  the  name  of 

VOLCANUS   OF   VeII, 

who  was  employed  by  Tarquinius  Priscus  (A.U.C.  138-176,  B.C.  616- 
578)  to  make  an  image  of  Jupiter  for  the  Capitol.  This  statue  is  said  to 
have  been  of  clay  (Jictilis),  'and  therefore  painted  red  {miniari)\'  and 
the  quadrigae  in  the  pediment  were  of  the  same  material.*  Another 
Etruscan  artist, 

Mamurius  Veturius,^ 

is  said  to  have  fabricated  eleven  ancilia  for  Numa  (B.C.  716-673)  so 
exactly  similar  to  the  sacred  shield  which  fell  from  heaven,  that  the 
wise  king  himself  could  not  distinguish  the  original  from  the  copies. 
The  only  reward  he  claimed  for  this  essential  service  to  the  State  was 
to  have  his  name  mentioned  at  the  end  of  the  song  sung  by  the 
Saliarian  priests. 

Damophilus  and  Gorgasus 

(A.U.C.  258,  B.C.  493)  were  in  high  repute  both  as  sculptors  and  painters, 
and  were  employed  to  adorn  the  Temple  of  Ceres  at  Rome,  which 


'  Plin.  iV.  //.  xxxiv.  45:  'Fictilem  eum  was  the  face  of  Jove  painted  red  on  holidays, 
fuisseetideominiari.*  Conf.  Juvenal,  xi.  116:  but  the  bodies  of  generals  when  celebrat- 
•Fictilis  et  nullo  violatus  Jupiter  auro.*  ing  their  triumph,  and  that  Camillus  *tri- 
Conf.  Plin.  N,  //.  xxxiv.  16,  sec.  34:  *Ita-  umphed'  in  this  guise.  Conf.  Jo.  Tzetzcs, 
que  tunc  per  fictiles  Deos  religiose  jurabatur.'  Chiliad,  xiii.  ;  Hist.  461,  v.  44. 
CoHs.  Helv.  10,  sec.  2:  *In  fastigio Jovis  *  Plutarch,  Numa,  13.  Ovid,  Fast.  Hi. 
Optimi  Maximi  qui  turn  erat  fictilis.*  Cic.  383:  *  Mamurius  **morum  fabrsene  exaclior 
(U  Divin.  i.  16.  Pliny  {N.  //.  xxxiii.  36)  artis  difficile  est .  .  .  dicere."  *  Conf.  Pro- 
says,  on  theauthority  of  Verrius,  that  not  only  pertius,  iv.  2.  61. 
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was  vowed  by  Aulus  Postumius  in  his  battle  with  the  Latins,  A.U.C 
258,  B.C  496,  and  consecrated  by  Spurius  Cassius  Vircellinus  in  A.U.C. 
261,  B.C.  493.  Greek  art,  as  we  have  seen,  was  then  in  its  infancy, 
and  Varro  is  quoted  as  saying  that  before  the  decoration  of  this 
temple  'all  things  in  the  temples  were  Etruscan;'*  by  which  he 
seems  to  imply  that  these  two  were  the  first  Greek  sculptors  employed 
in  Rome. 

From  this  period  to  the  time  when  *  captive  Greece  led  her  con- 
querors captive '  no  mention  occurs  in  literature  of  Italian  sculptors. 
It  was  especially  in  toreutic  art  that  the  Etruscans  excelled,  as  we 
have  already  said,  and  their  chased  and  embossed  goblets  of  gold,  silver, 
and  bronze  were  sought  for  in  Athens  itself,  even  in  the  golden  age  of 
Grecian  art  Among  the  most  interesting  and  beautiful  of  their 
works,  which  have  been  preserved  in  considerable  numbers,  are  the 
so-called  cistce  wjj'//V*t^— cylindrical  caskets  of  bronze,  richly  orna- 
mented -with  graphite  figures— which  are  indeed  found  in  Latium,  but 
belong  to  a  period  when  Etruscan  art  prevailed  in  that  province.  The 
finest  specimen  of  these  cistae,  the  work  of 

Novius  Plautius, 

was  discovered  near  Praeneste  (Palestrina)  in  the  year  1743,  is  now  in 
the  Collegio  Romano  at  Rome,  and  bears  the  name  of  the  Ficoronian 
Cista}  The  surface  of  the  cylinder  and  of  the  lid  is  covered  with 
graphite  work  in  the  purest  and  freest  Greek  style,  representing  the 
landing  of  the  Argonauts  in  Bithynia^  and  the  boxing-match  between 
AmycuSy  king  of  the  Bebryces^  and  Polydetikes  (Pollux),  in  which  the 
latter  is  victorious,  and  appears  in  the  act  of  binding  his  adversary  to 
a  tree.^  This  most  beautiful  work  bears  two  inscriptions,  with  the 
name  of  the  artist,  Novios  Plautios  mcd  Romai  fecidy  and  of  the 
offerer,  Dindia  Macolnia  filea  dedity  the  characters  of  which  seem  to 
show  that  the  work  was  executed  about  A.U.C.  500,  B.C.  254.  Un- 
fortunately the  inscriptions  are  not  engraved  on  the  cylinder  itself,  but 


Plin.  N,  II.  XXXV.  154.  •  Apollod.  i.  9,  sec.  20.    Hygin.  Fab.  17. 

O.  Jahn,  Die  Ficoron.  Cisia,  p.  42.  Apollon.  Khod.  ii.  98. 
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on  the  handle,  which,  in  the  form  of  a  group  of  two  satyrs  and  a  youthy 
is  fastened  in  a  rude  way  on  to  the  lid,  without  any  regard  for  the 
beautiful  design.  This  handle  and  the  feet  are  purely  Italian  in  style, 
and  contrast  strangely  enough  with  the  fine  Greek  work  on  the 
casket  itself  and  the  lid.  Certain  details  even  in  the  graphite  drawings 
— tfie  necklace  with  tlie  bulla— an  armlet ^  and  the  shape  of  a  shoe — 
show  that  the  work  was  executed  in  Italy ;  but  the  invention,  style, 
and  drawing  are  purely  Greek.*  The  Collegio  Romano  contains  the 
works  of  two  other  Oscan(?)  artists  ;  viz.  a  bronze  Head  of  Medusa ^ 
by  C,  Ovius,  probably  a  contemporary  of  Novius,  and  a  bronze 
Statuette  of  Medusa  by  C.  PomponiuSy  called  *  Jupiter,*  although  it  has 
no  attributes  to  warrant  the  designation.  The  inscription  on  the 
latter  belongs  to  the  time  of  the  Second  Punic  War  (b.c.  218-201). 

Migration  of  Greek  Art  to  Rome. 

In  their  migration  to  Rome  Greek  artists  were  preceded  by  the 
most  precious  of  the  works  of  art  which  adorned  the  cities  of  Greece 
and  her  colonies.  The  Greeks  were  compelled  to  yield  to  their  con- 
querors the  monuments  of  their  past  glories,  which  they  had  neither 
the  courage  to  defend  nor  the  genius  to  replace.  During  the  first  five 
centuries  of  her  existence  Rome  *  neither  f>ossessed  nor  knew  of  any 
curiosities  of  this  kind,  being  a  stranger  to  the  charms  of  taste  and 
elegance.'^  And  when  Marcellus  (in  212  B.C.)  brought  home  valuable 
pictures  and  statues  from  Syracuse,  his  graver  fellow  citizens  accused 
him  of  demoralising  the  Roman  people,  trained  solely  to  agriculture 
and  war — a  people  like  the  Heracles  of  Euripides — 

<f>av\ov  (icofiyjrop  rh  fieyurrd  rt  dyaSov — 

*  rough  and  unadorned,  but  capable  of  the  greatest  deeds' — and  teach- 
ing them  to  chatter  half  the  day,  like  citizens,  about  art  and  artists. 


'    Mommsen   {Oskische    Studien^    p.    72)  graphite   is   variously    interpreted    as   *  the 

proves  that  Novius  Plautius  was  an  Oscan  Sacrijice  of  Polyxena^^  ^  the  funeral  sacrifices 

from    Capua,   where  Greek  influences  pre-  of  Achilles  for  Patroclus^  iko.,    Conf.  R.  Ro- 

vailed.     The  handles  are  by  Italian  work-  chette,  pi.   58 ;    Welcker,   Rhein,  Afrn,  iii. 

men.    A  Cisia  similar  to  the  Ficoronian  was  p.  605  ;  Gerhard,  Eir,  Spiegel^  Taf.  15,  16  ; 

discovered  in  1 786,  and  is  now  in  the  Bri-  and  O.  Miiller,  H.  d.  Arch,  sec.  173. 

tish  Musevm.     The   subject  represented   in  *  Plut.  Marcellus, 
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Such  presents  they  said  were  unworthy  of  a  city  full  of  the  arms  and 
bloody  spoils  of  barbarians — a  city  which  was  rightly  called,  in  the  lan- 
guage of  Pindar,*  *  the  temenos  of  blood-stained  Mars.*  But  the  people 
in  general  were  delighted  with  the  beauty,  or  rather  the  novelty  and 
strangeness,  of  their  new  acquisitions,  and  the  example  of  Marcellus 
was  followed  by  Fulvius  Flaccus  after  the  taking  of  Capua  (211  B.C.)  ; 
by  Flaminius,  who  despoiled  Philip  of  Macedon  (197  B.C.)  of  the 
works  of  art  which  he  had  taken  from  Greek  cities  ;  by  Fulvius 
Nobilior,  who  sent  (189  B.C.)  more  than  five  hundred  bronze  and 
marble  statues  to  Rome  from  the  city  of  Ambracia  alone,  which  had 
once  been  the  residence  of  King  Pyrrhus  of  Epirus  ;  by  Cornelius 
Scipio,  who  defeated  Antiochus  at  Magnesia  (190  B.C.),  and  stripped 
that  city  of  its  works  of  art ;  by  Paullus  iEmilius,  who,  after  the  battle 
of  Pydna  (186  B.C.),  transported  his  rich  booty  of  paintings  and 
statues  (among  which  was  an  Athini  by  Pheidias)  in  250  waggons 
through  the  streets  of  Rome  ;  by  Metellus  Macedonicus,  the  con- 
queror of  Pseudo-Philip  (B.C.  148),  who  brought  to  Rome  the  famous 
group  of  twenty-five  equestrian  statues  representing  the  heroes  of  the 
GranicuSy  which  Lysippus  made  for  the  city  of  Dion.*  Two  years 
later  (B.C.  146)  Mummius  took  Corinth,  in  which  he  left  no  works  of 
art  but  the  archaic  statues  for  which  the  Romans  had  as  yet  no  taste. 
The  work  of  spoliation  was  carried  on  with  ever-increasing  vigour 
during  the  wars  of  Sulla  against  Mithridates,  at  which  period  Athens, 
the  cities  of  Boeotia,  Olympia,  Delphi,  and  Epidaurus  were  all  plun- 
dered. The  Emperors  followed  suit,  and  Augustus  turned  his  atten- 
tion to  the  hitherto  neglected  works  of  archaic  art  He  adorned  the 
Temple  of  the  Palatine  Apollo  and  other  buildings  with  the  works  of 
Boupalos  and  Sthennis^  and  with  the  Athene  Alea  of  Endoeus,  and  the 
Dioscuri  of  Hegias?  But  it  was  the  works  of  the  younger  Attic  school 
which  appealed  most  successfully  to  the  blended  martial  Dionysiac 
and  erotic  tendencies  of  the  great  military  leaders  of  Rome  in  the  last 
century  of  the  Republic — tendencies  which  go  far  to  make  up  the  cha- 
racters of  the  Catilines,  the  Julius  Caesars,  and  the  Antonies.  Mars, 
Bacchus,  and  Venus  were  the  ruling  deities  of  the  day,  and  it  was  in 


Pyth.  ii.  2.     Plut.  Afarc.  xxi.  •  Vide  supra,  p.  483.  *  Vide  supra,  p.  96. 
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the  representation  of  their  persons  and  ttuir  worship  that  the  Roman 
connoisseurs  took  most  delight.  Among  the  statues  brought  to  Rome 
at  this  period  we  find  mention  of  the  Niobe  group,  the  Achilles  group, 
the  Apollo  Citharoedus,  the  Ares,  and  the  nude  Aphrodite  of  Scopas ; 
the  Eros, the  Silenus,  the  Maenads  and  Caryatids  of  Praxiteles ;  the  Leto, 
Aphrodite,  Artemis,  and  Asklepios  of  Cephisodotus ;  the  Zeus  Xenios 
of  Papylus  ;  the  Artemis  of  Timotheus  ;  the  Leto  of  Euphranor  ;  the 
Apoxyomenos  of  Lysippus ;  the  Dionysus  of  Eutychides,  and  the 
*  Toro  Famese  *  of  Apollonius  and  Tauriscus. 

The  statues  enumerated  above  were  for  the  most  part  the  spoils 
of  war ;  it  remained  for  a  Caligula  and  a  Nero  to  complete  the  spolia- 
tion of  Greece  in  the  time  of  profoundest  peace.  The  former  sent 
Memmius  Regulus  (consul  31  A.D.)  on  a  roving  commission  to  bring 
away  all  the  best  works  of  art  from  the  Greek  towns,  to  adorn  the 
Emperor's  villas.  A  sacrilegious  attempt  was  made  by  him,  with- 
out success,  to  remove  the  chryselephantine  statue  of  Zeus  from  his 
temple  in  Olympia ;  and  the  Eros  of  Praxiteles,  the  pride  and  glory 
of  Thespiae,  is  said  to  have  been  taken  from  its  shrine  on  this  occa- 
sion. Nero  followed  the  example  of  Caligula  by  sending  Acratus  and 
Secundus  Carinas  to  Asia  and  Achaia  to  carry  off,  *not  only  the 
offerings  in  the  temples,  but  the  very  images  of  the  deities,**  with 
which  he  adorned  his  Golden  House  at  Rome.  Delphi  alone  is 
said  to  have  been  stripped  by  these  agents  of  no  less  than  five 
hundred  statues  in  bronze.  And  yet  a  Roman  under  Vespasian 
counted  3,000  statues  in  the  little  Island  of  Rhodes,  and  thought 
that  as  many  more  were  still  standing  in  Delphi,  Athens,  and 
Olympia ! 

And  thus  Rome  was  filled  with  thousands  of  the  costliest  gems 
of  every  period  and  school  of  Grecian  art  That  the  contemplation 
of  them  refined  the  taste  of  the  cultivated  Romans,  and  begot  among 
them  an  eager  connoisscurship,  partly  real  and  partly  affected,  is 
abundantly  attested  by  Roman  literature.  Cicero  *  has  recorded  for 
us  the  acts  of  violence  and  meanness  into  which  his  mad  passion  for 
the  antique  drove  the  *  sacrilegious  Verres;*^  and  Verres  was  but  a 

*  Tacitus,  Annai.  xv.  45.  *  Cic.  in  Vcrrem.  ■  Juvenal,  Sat,  viii    106. 
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caricature  of  a  numerous  class  of  Roman  governors  of  the  period. 
Even  the  stem  tyrannicide  Brutus  bore  about  with  him  the  statue  of 
a  boy  by  Strongylion,  as  Sulla  did  a  statuette  of  Heracles,  though 
more  perhaps  as  a  talisman  than  as  a  work  of  art.*  Even  the  slavish 
populace  of  Rome  showed  a  mutinous  disposition  when  their  favourite 
statue  of  the  Apoxyomenos  was  removed  from  the  Baths  of  Agrippa 
to  the  chamber  of  Tiberius. 

No  doubt  the  hard,  stem  character  of  the  Roman,  so  essential 
for  his  task  of  universal  conqueror,  was  somewhat  softened  by  the 
influence  of  Greek  literature  and  art,  which  gave  light  and  warmth 
and  colouring  to  the  Augustan  age  with  its  genial  circle  of  polished, 
wise,  and  graceful  writers.  Many  of  these  were  possessed  of  a  refined 
and  cultivated  taste  in  matters  of  art,  a  critical  judgment,  and  a  keen 
and  sympathetic  appreciation  of  the  beauties  and  peculiarities  of 
style.  But  the  creative  faculty  was  never  awakened  in  the  Roman 
people,  and  the  pursuit  of  art  in  them  was  a  mere  extemal  ornament 
of  foreign  importation,  and  not,  as  in  the  Greeks,  a  part  of  their  very 
being. 

The  Romans,  and  more  especially  the  nobler  Romans,  rather 
prided  themselves  on  their  natural  deficiency  in  artistic  power  and 
taste,  which  they  deemed  inimical  to  imperitim  et  libertas? 

From  what  has  been  said  above,  the  character  of  the  period  on 
which  we  are  now  entering  will  be  easily  inferred — it  was  a  period  of 
imitation.  The  very  abundance  of  masterpieces,  embodying  every 
artistic  conception  from  that  of  the  loftiest  ideal  of  the  Godhead  to 
the  most  trivial  suggestion  of  a  playful  fancy — from  Zeus  with  his 
eagle  to  the  Boy  with  his  goose— was  calculated  to  discourage  the 
artist  from  all  striving  after  originality.  The  temples  and  public 
haunts,  the  palaces  and  villas,  of  Rome  were  filled  with  the  noblest 


'  Sulla  also  brought  away  a  golden  sta-  being  injurious  to  his  character  as  a  states- 

tuette  of  the  Pythian  Apollo  from  Delphi,  man.     Horace,    who  had   some  taste,  says 

which  he  carried  in  his  bosom  and  took  out  {F.p.  ii.  2.  i8o) : — 

to  kiss.      He  did  l  Ot,    however,    allow  it  to  Getnmas,  marmor.  ebur,  Tyrrhena  sigilla,  tabcllas, 

interfere  with  *  practical  politics, '  or  to  pre-  Argentum,  vestes  Gxtulo  murice  tioctas, 

vent  him  from  plundering  the  god   of  his         Sunt  qui  non  habcant ;«/ ^j  »w  fi^m/ A^Mr. 
treasure  at  Delphi.  ,  Davus  ridicules    Horace    for  his  love  of 

*  Cicero  was  anxious  to  free  himself  from  pictures  of  Pausias  : — 
the  imputation  of  being  a  connoisseur,   as  vd  cum  Pausiaca  terpen,  ,Wa«#,  labella. 
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productions  of  every  period  and  school  of  Greek  art ;  and  what  was 
there  in  heaven  above  or  in  the  earth  beneath,  or  in  the  waters  under 
the  earth,  for  which  the  Greeks  had  not  already  found  the  most  appro- 
priate and  most  beautiful  form  ?  Who  would  wish  or  dare  to  deviate 
from  the  perfect  types,  fixed  for  ever  by  the  willing  acceptance  of 
past  ages  ?  Nor  was  there  any  belief  on  the  part  of  the  Roman 
public  in  the  possibility  of  improvement  or  rivalry— or  any  demand 
for  the  original  and  the  new.  Their  rulers  set  the  fashion  of  adorning 
their  villas  with  the  original  works  for  which  Asia,  Greece,  and 
Egypt  had  been  ransacked  ;  and  all  who  had  the  means  were  im- 
pelled to  do  the  same,  some  by  genuine  taste,  far  more  by  osten- 
tation. It  was  impossible,  of  course,  to  supply  all  comers  with  ori- 
ginal Greek  works,  the  cost  of  which  soon  became  enormous ;  and 
there  naturally  arose  a  great  demand  for  copies  of  the  most  famous 
and  popular  statues.  These  were  furnished  in  vast  numbers,  and  in 
greatly  varying  excellence,  by  the  Greek  artists  in  Rome,  and  //  is 
these  which  now  fill  continental  galleries.  Nor  is  it  only  in  Italy 
that  these  copies  are  found,  but  in  the  most  distant  provinces  ;  e.g.  an 
Amazon  and  a  Venus  de  Milo  in  the  imperial  city  of  Treves  on  the 
Moselle  ;  a  Spinario  in  Africa  ;  and  a  Niobid group  in  Soissons. 

But  though  the  artists  of  the  Roman  period  produced  little  that 
was  absolutely  original  or  new,  they  were  not  all  mere  copyists. 
They  not  unfrequently,  as  we  shall  see,  so  far  modified  the  original 
conception  of  their  models  in  accordance  with  the  spirit  of  the  times 
and  their  own  genius  as  to  throw  round  their  reproductions  a  certain 
air  of  newness,  and  to  stamp  upon  them  their  own  individuality.  Nay, 
paradoxical  as  it  may  seem,  the  very  fact  that  they  did  copy,  and  did 
not  seek  to  develope  still  farther  the  style  and  manner  of  their 
immediate  predecessors,  was  one  great  cause  of  an  improvement  in 
art  itself.  No  one  can  claim  original  genius  for  the  Romans  even 
of  the  Augustan  age  ;  but  they  possessed  sound  judgment,  critical 
acumen,  cultivated  taste,  and  a  keen  appreciation  of  sterling  worth. 
Their  poets,  philosophers,  and  orators  did  not  choose  their  models  from 
Alexandria,  nor  did  their  sculptors  look  for  inspiration  and  guidance 
to  Rhodes,  but  strove  to  follow  the  Homers,  the  Platos,  the  Demos- 
thenes',— the  Phidias',  the  Polycletus*  and  Praxiteles'  of  a  purer  age. 
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Renaissance  of  Greek  Art  in  Rome. 

(OL  156,  B.C  156.) 

We  have  now  arrived  at  the  period  at  which,  according  to  Phny, 
art  revived  after  a  slumber  of  140  years.  'Art/  he  says,  'ceased  in 
01.  121  (b.C.  292),  and  revived  again  in  Ol.  156  (B.C.  156),*  i.e,  ten 
years  before  the  taking  of  Corinth  by  Mummius,  by  which  the  last 
flickering  flame  of  Grecian  liberty  was  extinguished,  and  the  long 
existing  virtual  subjugation  of  Greece  to  Rome  was  formally  de- 
clared. 

Pliny  *  further  mentions  the  following  Greek  artists  as  living  about 
this  time,  and  as  *  of  good  repute  {probaii),  though  far  inferior  to 
their  predecessors ' — Antaeus,  Callistratus,  Polycles  the  Athenian  (?), 
Callixenus,  Pythocles,  &c.     Of  these 

Callistratus 

is  also  mentioned  by  Tatian  *  as  the  sculptor  of  Euanthe  (Evadne), 
who  being  enceinte  by  Apollo,  *  laid  aside  her  silver  pitcher  by  the 
fountain,  unclasped  her  purple-tinted  girdle,'  and  bore  the  '  divinely 
inspired '  lamos,  the  great  ancestor  of  the  illustrious  lamid  Agesias, 
the  Olympian  victor.' 

Polycles,  Timocles,  Timarchides,  and 
Dionysius/ 

We  have  already  noticed  an  older  Polycles,  contemporary  of 
Cephisodotus,  who  executed  a  portrait  statue  of  Alcibiades,  and  pro- 
bably a  Hermaphrodite.* 


*  Plin.  N.  H.  xxxiv.  51,  $2.  of  ihe  blending  of  the  generating  and  con- 

*  Contra  Crac.  55.  ceiving  principles  of  Nature,  which  are  found 

*  Find.  OL  vi.  66.  united   both   in  the  animal  and   v^^etable 

*  Pausan.  vi.  4.  5.  world.     In   sculpture   it  proceeds  from  the 

*  The  idea  of  the  Hermaphrodite  arose  in  play  of  the  artist's  imagination,  and  is  sepa- 
Asia,  and  especially  in  Cyprus,  in  connexion  rated  from  myth  and  worship.— O.  Miiller, 
with  the  worship  of  Aphrciiite,  as  a  symbol  H,  d.  Arch,  sec.  358. 


Digitized  by 


Google 


ATTIC  ARTISTS  IN  ROME,  577 


POLYCLES     II., 

a  pupil  of  Stadieus,*  made  a  statue  of  the  Pancratiast  boy,  Amyntas 
of  Ephesus  ;  another  of  Juno,  which  stood  in  the  Portico  of  Octavia  ; 
a  statue  of  Jupiter,  in  which  he  was  assisted  by  Dionysius  ;  ^  and  a 
statue  of  Hercules?  which  Bergk  supposes  to  be  the  brazen  Hercules  in 
the  Capitol.  Some  writers  ascribe  the  famous  Hermaphrodite  to  this 
Polycles.^ 

TiMARCHIDES  AND  TiMOCLES, 

probably  the  sons  of  Polycles  II.,  made  a  bearded  Asklepios  at 
Elateia  ;  an  A  thine  Promachos — whose  shield,  it  is  expressly  said,  was 
copied  from  that  of  the  Ath^n^  Parthenos  at  Athens — for  a  temple 
of  Ath^nd  Cranaia,  about  twenty  stadia  from  Elateia  \^  and  a  portrait 
statue  of  the  Olympian  victor  Lysistratus, 

Attic  Artists  in  Rome  and  Italy. 

The  name  of 

Apollonius  the  Albanian,  Son  of  Nestor, 

a  contemporary  of  Pompey  and  Julius  Caesar  (?),  is  inscribed  on  the 
famous  Belvedere  Torso  of  Hercules  in  the  Vatican,  of  which  we  shall 
speak  at  large  below.  It  is  said  that  another  torso  of  Hercules  (or 
iEsculapius)  in  the  Pal,  Massimi  at  Rome  bears  the  same  inscrip- 
tion.^ It  is  probable  that  Apollonius  also  made  a  Chryselephantine 
statue  of  Jupiter  for  the  temple  on  the  Capitol,  which  perished  by 
fire  in  A.U.C.  678  (B.C.  84).     The  rebuilding  of  this  temple  was  com- 


>  Plin.  N,  H,  XXX vi.  35.  <  Bninn,  fC.-G.  541. 

«  Ibid,  34.  »  Pausan.  vi.  12.  8;  x.  34.  6,  7,  8. 

«  Cic.   ad  Ait.  vi.   I.    1 7.      Ace.   to  the  •  Thiersch,   £p,    p.     113.      O.    Miiller, 

amended  text  ofMommsen,  ZeiUch.  fiir  Alt.  Handb.  d.  Archaeol.  sec.  160.  4. 
Wiss.  1845,  p.  787. 

P  P 
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menced  A.U.C.  691  (B.C.  63),  after  which  date,  of  course,  the  gold- 
ivory  statue  must  have  been  set  up. 

Apollonius,  Son  of  Archias, 

also  of  Athens,  was  the  sculptor  of  a  bust  of  a  young  man  in  bronze, 
found  in  HerculaneumJ  It  is  generally  called  Augustus,  but  the 
characters  of  the  inscription  seem  to  show  that  it  is  of  an  earlier 
period. 

The  name  Apollonius,  without  any  predicate,  is  inscribed  on  a 
beautiful  marble  statue  of  a  young  Satyr  at  Petworth,  belonging  to 
Lord  Leconfield,'  and  on  a  figure  of  Apollo^  of  inferior  workmanship, 
from  Hadrian's  Villa,  now  in  Majorca.^ 

Cleomenes,  Son  of  Apollodorus, 

is  mentioned  by  Pliny  as  the  sculptor  of  the  Thespiada  (Muses)  in 
the  collection  of  Asinius  Pollio,  which  are  not  to  be  confounded  with 
the  figures  before  the  Temple  of  Felicity/  By  the  same  Cleomenes, 
probably,  was  the  statue  known  to  the  whole  world  as  the  Venus  de^ 
Medici  at  Florence,  on  which  are  inscribed  the  words  KXsofutnjs 
^ A7roWoSa>pov  'A0rjva2o9  iiruisa-sv}  It  was  found  in  the  Portico  of 
Octavia,  in  Rome,  in  eleven  fragments,  and  was  probably  made  ex- 
pressly for  that  building  when  Augustus  renewed  and  enlarged  it 
The  name  of 

Cleomenes  II., 

probably  the  son  of  the  sculptor  of  the  Medicean  Venus,  occurs  in  an 
inscription  on  the  so-called  *  Germanicus  *  of  the  Louvre.  The  same 
name,  without  any  further  specification,  will  be  found  on  the  beau- 
tiful^//^r  of  Iphigenia  at  Florence  ;  but  we  have  no  means  of  deciding 
to  which  of  the  two  above-mentioned  artists  the  inscription  refers. 

*  Mus.  Here,   i.  tab.  45.     Winckelm.   ii.       Madrid,  p.  297. 

158  ;  iv.  284  ;  vii.  92.  «  Vide  supra,  p.  431. 

*  O.  Miiller,  Amalth.  iii.  p.  2^2.    Conze,  *  Corp.  Inse.  No.  61 57.    Michaelis  {Arch. 
Arehaeol.  Zeit,  1S64.   Anz.  p.  238.  Zeitung,  1880,  i.  Hefi)  gives  some  reasons  for 

*  Iliibner,     DU    antiken    BiUhaerke    in  doubting  the  genuineness  of  this  inscription. 
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C.    AVIANIUS    EVANDER 

was  a  ccelator  (silver-chaser)  and  plastes  siaiuarufn  (modeller  in  clay), 
whom  Antony  took  with  him  from  Athens  to  Alexandria,  whence  he 
was  brought  captive  to  Rome  by  Augustus.  He  was  then  sold  to 
Marcus  iEmilius  Avianianus,  from  whom  he  received  his  name  on  the 
occasion  of  his  manumission.*  He  was  still  active  during  the  reign  of 
Augustus,  and  restored  i/ie  head  of  a  statue  of  Diana,  the  work  of  Timo- 
theus.^  Cicero  *  bought  two  Bacchantes,  a  Mars,  and  a  Trapezophorus 
of  him  for  his  Tusculan  villa  ;  but  as  Evander  appears  to  have  been 
a  dealer  and  restorer  by  profession,  we  cannot,  with  any  certainty 
attribute  these  works  to  him.* 

Diogenes  of  Athens 

executed  Caryatids  for  the  Pantheon  of  Agrippa  at  Rome,  *  celebrated 
as  few  other  works '  {inter  pauca  operum),  and  statues  for  the  roof 
{acroteria),  *  which  were  only  less  renowned  on  account  of  the  height 
at  which  they  stood.'  According  to  the  general  opinion  of  archaeolo- 
gists, we  possess  two  of  these  figures  (which  are  evidently  copies  of  the 
famous  Caryatids  still  standing  in  the  Erechtheion  at  Athens),  one  in 
the  Braccio  Nuovo  of  the  Vatican,  and  another  disguised  by  false 
restorations  in  the  court  of  the  Pal.  Giustiniani,  near  the  Pantheon. 
Some  writers,*  however,  have  endeavoured  to  show  that  the  Caryatids 
of  Diogenes  were  not  figures  bearing  the  architrave,  but  Dorian  dancing 
girls,  like  those  of  Praxiteles,  placed  in  the  intercolumnia.   The  name  of 


Glycon  of  Athens 

is   inscribed  on  the  well-known  Fames  ian  Heracles  at  Naples,^  of 
which  we  shall  speak  hereafter. 

»  Horat.  Sat,  i.  3.  90.      SchoL  Porphyr.  *  Brunn,  K.-C,  i.  548. 

Conf.  Cicero,  ad  Fam.  xiii.  4.  2.  »  Stark,  Arch,  Zeit.  1866,  p.  249. 

«  Plin.  N,  H,  xxxvi.  32.  •  Corp,   Insc,    Gr.     No.    6142    (FA^jcwr 

■  Ad  Fam,  vii.  23.  *A6ijvoroj  IkqUC), 
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Antiochus  of  Athens 

is  the  sculptor  of  a  statue  of  Minerva^  in  the  Villa  Ludovisi,  accord- 
ing to  the  inscription,  and  possibly,  though  the  readings  vary,  of  two 
figures,  Oceanus  and  Jupiter^  mentioned  among  the  possessions  of 
Asinius  Pollio.^  The  head  of  the  Minerva  is  antique,  the  arms  and 
helmet  are  modern  restorations.  It  is  evidently  no  original,  though  we 
cannot  point  to  the  prototype.  The  Minerva  of  Antiochus  belongs  to 
the  period  of  Attic  Renaissance,  when  all  independent  invention  had 
ceased,  and  the  artists  went  back  for  their  models  to  the  fifth  century 
B.C.  It  is  eclectic  in  treatment  and  to  a  certain  degree  follows  the 
type  of  the  Ath^nd  Parthenos,  It  may  have  been  intended  for  actual 
worship  in  a  temple,  in  the  dim  light  of  which  the  deep  folds  of  the 
garment  would  not  have  thrown  the  too  dark  shadows  which  spoil  its 
effect  in  the  Ludovisi  gallery.     The  names  of 

Criton  and  Nicolaus 

are  inscribed  on  the  basket  on  the  head  of  a  Caneplwra  in  the  Villa 
Albani.  This  figure  was  found  with  another,  and  the  fragment  of  a 
third,  in  the  Vigna  Strozzi,  behind  the  tomb  of  Cecilia  Metella,  on  the 
Via  Appia.  As  the  pleasure  grounds  of  Herodes  Atticus  were  in  this 
neighbourhood,  it  has  been  suggested  that  these  figures  served  to 
adorn  them.^ 

Salpion 

is  the  sculptor  of  some  Bacchic  reliefs  on  a  marble  Crater  at  Naples, 
called  *  The  Font  of  Gaeta'  ^  Welcker  saw  another  relief  in  the  house 
of  a  painter  named  Palagi  in  Milan,  with  the  inscription  2aX?r/a)i/ 
iiroiriaBf  representing  Zeus  seated^  and  two  zvomen  standing  by  hinty 
one  of  whom  is  pouring  a  libation  into  the  cup  held  by  the  God.* 
The  name  of  

»  AnnaL    d,  /.    1841.      Mon,   d,    /.  Hi.  "  Bninn,  JC.-G,  \, 

•  1 .  28.  «  Vide  infroy  p.  594. 

»  Plin.  N,  H,  xxxvi.  33.  »  Rheiu,  Mm.  N,  F,  vi.  403. 


Digitized  by 


Google 


VASES  OF  SALPION  AND  SOSIBIUS  581 


SOSIBIUS 

appears  on  another  vase,  also  ornamented  with  Bacchic  reliefs,  which 
was  brought  from  Rome  to  the  Louvre.* 

It  is  extremely  difficult  to  fix  the  date  of  the  artists  above 
mentioned  with  any  great  exactness.  We  may  say  generally  that 
the  best  of  them  lived  in  the  last  century  of  the  Republic  and  the  first 
century  of  the  Empire — during  the  golden  age  of  Roman  literature — 
and  that  none  of  them  were  later  than  Hadrian  or  the  Antonines. 


Athenian  Artists  of  this  Period  in  Greece. 

A  considerable  number  of  artists  are  mentioned  either  in  literature 
or  in  inscriptions  who,  though  not  all  Athenians,  appear  to  have  lived 
and  worked  in  Athens  at  this  period  ;  but  as  they  occupy  no  very 
important  place  in  the  history  of  art,  our  narrow  limits  compel  us  to 
pass  them  over.* 

The  Attic  artists  of  this  Roman  period  can  hardly  be  said  to  form 
a  school,  in  the  proper  sense  of  the  word,  as  denoting  the  employment 
of  the  resources  of  art  in  a  new  field,  with  independence  and  originality 
of  conception  and  execution.  In  another  sense,  however,  they  did  form 
a  school,  and  a  very  excellent  one,  for  the  study  of  the  best  models 
and  the  best  means  of  reproducing  them.  The  Greek  artists  in  Rome 
had,  of  course,  to  suit  themselves  very  much  to  the  requirements  of 
their  masters,  and,  strange  as  it  may  seem,  Roman  influence  in  the 
century  before,  and  the  century  after,  Christ  was  both  healing  and 
elevating.  The  Romans  had  not  yet  lost  their  faith  in  the  Gods,  nor 
the  sense  of  personal  dignity  which  accompanied  that  faith.  They 
wished  to  see  both  the  deities  whom  they  worshipped,  and  the  chiefs 
whom  they  obeyed,  represented  in  the  severe  and  dignified  forms  of 
antiquity.     The   Dii   Majores — the  Jupiters,  Junos,  and  Minervas — 


*  Vide  infra^  p.  595.     Corp.  Ins.  Gr.  n.  ^  For  a  full  account  of  them  vid.  Bninn, 

6170.     Clarac.  Mits.  d.  Sc.  t.  126,  n.  332.  Gesc/i.  d,  Kiinstler^  i.  531. 
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become  once  more  the  subjects  of  plastic  art,  and  the  artist  prepared 
himself  for  his  arduous  task  by  the  study  of  Pheidias  and  Polycleitus. 
He  went  far  up  the  stream  of  Grecian  art  and  drew  from  its  yet 
unpolluted  waters.  And  hence  the  phenomenon  that  some  of  the 
finest  works  which  have  come  down  to  us  are  just  from  this  late 
period,  and  that  we  see  in  Rome  a  sort  of  after-glow  of  the  heyday  of 
Attic  sculpture. 
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CHAPTER    XLIX. 

EXTANT  WORKS  OF  THE  ROMAN  PERIOD, 

The  Torso  of  Heracles  (fig.  239),  known  by  the  name  of  the  Belvedere 
Torso ^  bears   on  the  rocky  seat  of  the  hero  the  name  of  Apollonius 


Fig.  239. 


the  Athenian,  son  of  Nestor,  in  cha- 
racters which  point  to  the  last  century 
of  the  Roman  Republic.  This  magni- 
ficent work  was  found  in  the  reign  of 
Pope  Julius  11.  (a.D.  1503-13)  in  the 
Campo  del  Fiore — the  site  of  Pompey's 
Theatre  (founded  B.C.  65),  of  which  it 
probably  formed  one  of  the  numerous 
plastic  ornaments. 

The  cruel  mutilation  of  this  noble 
work,  which  drew  tears  from  the  eyes 
of  Winckelmann,  has  rather  increased 
than  diminished  the  interest  with  which 
it  has  for  many  ages  been  regarded. 
Like  the  corrupt  text  of  an  ancient 
classic,  the  headless  and  armless  trunk 
has  been  the  subject  of  eager  and  excited 
controversy,  in  which  an  astounding 
amount  of  learning  and  imagination  has  been  displayed.  Accord- 
ing to  Heyne,  with  whom  Winckelmann  in  the  main  agrees,  the 
Belvedere  Torso  is  a  more  or  less  modified  reproduction  of  the 
Heracles  Epitrapezios  of  Lysippus,^  and  we  incline  to  this  interpretation 


TORSO  OF   HERACLES. 


*  Vide  Jtt/ra,  p.  482. 
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as  the  most  consonant  to  the  spirit  of  the  age  in  which  it  was  pro- 
duced, and,  indeed,  the  only  one  against  which  insuperable  objections 
may  not  be  raised.  Visconti,  with  a  laudable  regard  for  the  divine 
hero's  happiness,  provides  him  with  a  suitable  companion.*  He  bases 
his  restoration  on  tlu  famous  Florentine  gem  called  Teucer^  in  which 
Heracles  is  grouped  with  Hebe,  his  immortal  spouse.  *  La  superbe 
sculpture  de  Teucer,*  he  says,  *  dans  le  Musde  des  pierres  gravies  de 
M^dicis  .  .  .  me  parait  devoir  indiquer  ce  qu'^tait  autrefois  le  Torse 
du  Belvedere.''  Other  writers  have  suggested  less  exalted  brides,  as 
Auge,  lole,  and  Omphale.  This  theory  appears  to  have  recom- 
mended itself  for  a  time  to  men  of  the  highest  authority,  like  O. 
Miiller,  Welcker,  and  Raoul  Rochette  ;  but  the  experiments  of  Flax- 
man  in  1793,  and  of  Gerichau  and  Cornelius  in  Rome  in  1845,  have 
proved  the  utter  impossibility  of  bringing  the  torso  into  the  proposed 
relation  to  another  figure.  We  may  therefore  confidently  regard  the 
hero  as  seated  alone,  enjoying  the  repose  to  which  his  long  career  of 
toil  and  danger  had  given  both  the  right  and  the  zest.  There  is  a 
mark  on  the  left  thigh  where  it  was  touched  by  his  club,  and  on  this 
the  hero  rested  his  left  hand,  bending  his  body  to  the  right,  and  hold- 
ing a  cantharus  in  his  right  hand. 

Yet  even  as  a  *  Heracles  at  rest  *  he  has  been  regarded  in  two  different 
lights.  *  Heracles,'  says  Winckelmann,  *  is  represented  as  he  ought  to 
be,  when  having  been  purified  by  fire  from  all  human  weakness,  and 
become  immortal,  he  obtains  the  right  to  take  his  seat  among  the 
Gods.'  Stephani,  on  the  other  hand,  while  he  accepts  the  proposed  atti- 
tude of  rest,  regards  it  not  as  the  blissful  repose  of  eternal  blessedness, 
but  the  momentary  pause  between  past  and  future  toils  and  sufferings. 
*  The  hero,'  he  says,  *  after  allowing  his  head  to  rest  for  a  time  on  this 
support,  raises  it  again  with  difficulty,  and  looks  up  with  anxious 
despair  to  his  lather  Zeus  for  help  in  his  terrible  affliction.'^ 

The  design  of  this  work  is  so  bold  and  grand  as  to  be  worthy  of 
the  best  period  of  Greek  art ;  and,  as  we  have  said,  we  are  inclined  to 

1  avih%  6i  fit t' aSavdr 019' V  BtoWtv^^  *  Millill,   Go//,  Myth,    pi.    122,    No.    453. 

riftwtrai  ei»  BaXijj^,  «ai  «x«*  «aAAi(r*vpov  "Hfiitf,  a   Mus,  P.  CI.  \\.  p.  80. 

But  as    for  himself  he  hath  joy  at   the  *  Stephani,  Der  ausruhaide  Ilerakles,  p. 

banquet  among  the  deathless  gods,  and  hath       149. 
to  wife  Hebe  of  the  fair  ankles. 
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refer  the  original  invention  to  Lysippus  as  the  perfecter  of  the 
Heracles  type.  Like  the  Heracles  Trapezios,  he  is  seated  on  a  rock, 
not  in  exhaustion  or  despair,  but  in  the  enjoyment  of  eternal  ease  in 
the  bright  citadels  of  heaven. 

Hac  arte  Pollux  et  vagus  Hercules 
Enisus  arces  attigit  igneas. 

In  the  endeavour  to  form  a  just  estimate  of  this  noble  figure  as  a 
work  of  art,  we  can  hardly  avoid  being  unduly  influenced  by  the  fact 
that  it  was  the  subject  of  Michael  Angelo's  constant  study,  and  of 
Winckelmann*s  enthusiastic  rhapsody.  The  latter  as  he  gazes  at  it 
seems  to  lose  all  power  of  sober  criticism,  and  vainly  strives  to  find 
an  epithet  or  simile  sublime  or  beautiful  enough  to  express  his  un- 
bounded admiration.  *  The  excellent  and  noble  form  of  so  perfect  a 
nature  seems  clothed  with  immortality.  The  shape  is  as  it  were  only 
the  vessel  of  the  soul ;  and  a  loftier  spirit  appears  to  have  occupied 
the  room  of  the  mortal  parts.  We  no  longer  see  the  body  which 
fought  wild  beasts  and  monsters,  but  that  which  on  Mount  CEta  was 
cleansed  from  the  dross  of  humanity.  So  perfect  neither  Hylas  nor 
the  tender  lole  ever  saw  him  ;  it  was  thus  that  he  lay  in  the  arms  of 
Hebe,  the  goddess  of  eternal  youth.  .  .  .  His  body  is  fed  by  no  mortal 
food,  but  by  that  of  the  Gods,  and  he  seems  only  to  enjoy  and  not  to 
receive,  and  to  be  satisfied  without  being  filled.'  *  As  I  gaze  on  those 
thighs  of  inexhaustible  strength,  and  of  a  length  characteristic  of 
deities,— those  thighs  which  bore  the  hero  through  a  thousand  lands 
and  nations  to  immortality — my  spirit  traverses  the  remotest  regions 
of  the  world  through  which  the  hero  passed,  and  I  am  carried  to  the 
extremest  boundaries  of  his  toils,  to  the  monuments  and  pillars  which 
mark  the  spot  where  his  foot  had  rested.'  *  Scarcely  less  decided, 
though  less  rhapsodical,  is  the  praise  accorded  to  the  torso  by  the 
great  critic  and  artist  Mengs.^  *  The  torso  of  the  Belvedere,'  he  says, 
*  is  a  work  purely  ideal.  We  see  in  it  united  all  the  beauties  which 
we  admire  in  other  statues.'  ...  *  The  skilful  Athenian  artist  (Apol- 
lonius)  was,  in  my  opinion,  inspired  by  the  most  excellent  taste  to 


'  Winckelm.  Kunstgeschichtf^  vi.  '  Mengs*  Werke^  i.  p.  204. 
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which  the  imagination  can  attain.'  Both  these  great  writers  remark 
on  the  curious  fact  that  the  veins  are  not  represented  in  the  torso, 
which  they  regard  as  a  proof  that  the  artist  intended  to  exhibit  a 
glorified  body  which  no  longer  needed  sustenance. 

We,  who  have  seen  better  things,  cannot  echo  the  ecstatic  pane- 
gyrics  of  those  to  whom  the  torso  represented  the  greatest  achieve- 
ments of  plastic  art ;  but  we  may  still  accord  the  highest  praise  to  " 
the  general  design,  and  to  the  exquisite  skill  with  which  the  different 
parts  of  the  body  are  moulded  and  presented  in  their  true  relation  to 
one  another.  No  part  of  the  work  which  has  been  preserved  is  want- 
ing in  truth,  though  it  may  not,  like  cognate  works  of  the  Periclean 
age,  express  the  whole  truth.  The  treatment  of  the  skin  in  this  grand 
colossus  is  very  remarkable.  It  differs  in  this  point  as  widely  as 
possible  from  the  Laocoon,  and  other  works,  in  which  the  artist 
purposely,  almost  ostentatiously,  shows  the  manner  in  which  the 
muscles  and  veins  have  been  cut  out  by  the  chisel.  In  the  torso  the 
object  seems  to  be  in  the  opposite  direction.  All  marks  of  the  tool 
are  carefully  erased,  and  the  surface  of  the  skin  worked  up  to  a 
velvet-like,  unctuous  smoothness,  and  a  sensitive  delicacy,  hardly  in 
accordance  with  the  nature  of  the  rude,  laborious  demigod.  We  may 
indeed  suppose  with  Winckelmann  that  he  has  exchanged  his  terres- 
trial for  a  celestial  body.  The  effect  of  the  leaning  posture  on  the 
tension  of  the  skin,  and  the  position  of  the  ribs,  which  are  crowded 
together  on  one  side,  and  widely  separated  on  the  other,  is  carefully 
and  skilfully  expressed.  Everything  is  in  its  right  place,  but  in  the 
minor  details  there  is  not  the  same  clearness  of  expression  or  the 
same  delicacy  of  touch,  as  in  the  nude  figures  of  the  Parthenon  group, 
in  which  every  swelling  muscle,  every  rising  and  depression,  by  which 
the  surface  of  the  body  is  broken  up,  are  sharply  and  clearly  expressed 
and  defined.* 

The  Venus  de'  Medici  (fi^.  240)  by  Cleomenes,  son  of  Apollodorus, 
a  Greek  artist  living  in  Rome  in  the  first  or  second  century  of  the 
Christian  era.  This  universally  celebrated  statue  was  found  in  eleven 
fragments  in  the  Portico  of  Octavia  at  Rome,  for  the  adornment  of 


»  Brunn,  K^-G.  i.  564. 
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which  it  was  in  all  probability  originally  executed.  The  whole  of  the 
right  and  left  arms  from  the  elbow  downwards  are  restored.  Traces 
of  gilding  were  visible  on  her  hair  on  its  first  discovery  ;  her  ears  are 
pierced  for  rings,  and  she  wears  an  armlet  on  her  left  arm. 

A  comparison  of  the  Venus  de'  Medici  with  the  extant  copies  of 
the  Cnidian  Aphrodite,  leaves  no  room  for  doubt  that  Cleomenes  drew 
his  inspiration  from  that  lovely  darling  of  the  Grecian  world.  The 
position  of  the  feet  is  almost  exactly  the  same  in  both.  The  right 
arm  of  the  Medicean  is  restored  on  the  model  of  fig.  240. 

the  Venus  in  the  Pal.  Chigi  at  Rome,  which,  accord- 
ing to  the  inscription,  was  copied  by  Menophantus 
from  the  Aphrodite  of  the  Troad.*  The  position  of 
both  arms  is  the  same  as  in  the  Capitoline  Venus. 
The  Medicean  differs  from  both  in  being  much 
younger,  slighter,  and  of  more  delicate  and  tender 
proportions.  She  is  sometimes  called  Anadyomene 
on  account  of  the  dolphin  at  her  feet,  but  the 
trim  elegance  with  which  her  hair  is  arranged 
militates  strongly  against  this  interpretation. 

Although  we  cannot  recognise  the  work  of 
Cleomenes  as  original  in  the  same  sense  as  the 
Ath^nd  Parthenos  of  Pheidias,  or  the  Niobe  of 
Scopas  (?),  we  must  allow  that  he  has  so  far  modi- 
fied the  type  created  by  Praxiteles  as  to  give  his 
Venus  a  distinct  character  and  effect  of  her  own, 
and  to  make  her  a  genuine  child  of  a  new  spirit 
and  a  new  age.  We  see  at  once  that  the  artist 
has  thrown  off  the  last  remnant,  not  only  of  religious  faith,  but  of  that 
religious  sentiment  which  lingers  round  the  old  sanctuaries.  The 
Venus  whom  his  fathers  worshipped  retains  in  his  eyes  nothing  of  her 
divinity  but  her  adorable,  entrancing  beauty.  At  an  earlier  period  an 
excuse  was  made  for  the  daring  innovation  of  representing  a  Goddess 
nude  by  the  suggestion  of  the  bath.  Cleomenes  makes  no  such  excuses, 
and' the  temper  of  the  age  rendered  them  quite  unnecessary.    His 


VENUS  DE'  MEDICI. 


>  Corp,  fnscr,  Gr,  No.  6165. 
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Aphrodite  is  not  only  nude,  but  she  has  no  covering  at  hand,  as  even 
the  Capitoline  Venus  has,  to  show  that  her  state  is  accidental  and  mo- 
mentary. To  do  justice,  therefore,  to  the  power  of  the  artist  we  must 
distinctly  understand  the  object  he  has  in  view.  His  aims  are  not 
the- highest.  His  work  was  not  intended  for  a  temple-image;  it  is 
simply  the  embodiment  of  the  highest  ideal  of  a  lovely  woman  in  the 
early  springtide  of  her  beauty,  arrayed  in  all  the  external  attractions 
which  can  charm  the  senses  and  fascinate  the  heart  of  man.  If  we 
accept  the  idea  as  a  proper  subject  of  art,  though  not  a  very  lofty 
one,  we  must  allow  that  we  know  of  no  statue  in  which  there  is  a  more 
perfect  unity  of  expression,  or  one  in  which  fade  and  form  and  attitude 
combine  more  harmoniously  to  produce  a  sense  of  admiration  and 
delight  in  the  beholder.  Her  whole  form  seems  to  shine  in  a  soft 
lustre  of  love  and  beauty.  The  exquisite  surfaces  and  curves  of  the 
perfectly  moulded  figure  flow  and  melt  into  each  other  with  a  *  never- 
ending  sinuosity  of  sweetness.'  The  simple  elegance  with  which  the 
hair  is  arranged  enhances  the  perfect  form  of  the  head,  which  is  poised 
so  gracefully  on  the  finely  rounded  neck.  The  charming  oval  face, 
which  is  radiant  with  pleased  anticipation,  is  slightly  raised  and 
turned,  and  wears  an  expression  of  mingled  timidity  and  archness  ; 
and  the  sweet  soft  swimming  eyes  as  they  gaze  into  the  distance  seem 
to  ask  and  promise  love. 

It  is  not  necessary  to  be  either  archaeologist  or  artist  to  discern 
the  beauty  of  this  work,  which  he  who  runs  may  read. 

There  need  no  words  nor  terms  precise, 
The  paltry  jargon  of  the  marble  mart, 
Where  Pedantry  gulls  Folly  :  we  have  eyes. 

It  appeals  at  once  to  the  senses  and  the  heart  of  all,  though  the 
artist  alone  can  fully  appreciate  its  very  high  artistic  and  technical 
merits.  Winckelmann  *  aptly  compares  it  to  *  a  rose  which  bursts  at 
sunrise  after  a  beautiful  dawn.*  To  the  last  generation  it  would 
have  seemed  impertinent  to  quote  the  lines  of  Byron  on  this  statue  ; 
to  many  of  the  present  they  may  be  altogether  new  : — 


*  A'unstj^esc/iichiCf  iv.  in 
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There,  too,  the  Goddess  loves  in  stone  and  fills 

The  air  around  with  beauty ;  we  inhale 

The  ambrosial  aspect,  which,  beheld,  instils 

Part  of  its  immortality  ;  the  veil 

Of  heaven  is  half  undrawn ;  within  the  pale 

We  stand,  and  in  that  form  and  face  behold 

What  mind  can  make  when  Nature's  self  would  fail, 

And  to  the  fond  idolaters  of  old 

Envy  the  innate  flash  which  such  a  soul  could  mould. 

A  considerable  difference  of  opinion  exists  among  writers  and 
connoisseurs  as  to  the  character  and  circumstances  in  which  the  artist 
intends  to  represent  her.  It  seems  very  doubtful  whether  he  has  any 
particular  function  or  adventure  of  the  Goddess  in  view.  An  Ana- 
dyomene  she  can  hardly  be,  as  we  have  said,  and  if  we  must  attach 
some  story  to  the  statue,  we  should  prefer  the  interpretation  of 
Heyne,  who  thinks  that  slu  is  standing  for  judgment  before  Paris, 
With  this  view  of  the  matter  Byron  seems  to  agree,  and  on  such  a 
question  the  testimony  of  the  noble  poet  is  quite  as  valuable  as  that 
of  the  most  learned  German  philologian. 

Appearedst  thou  not  to  Paris  in  this  guise  ? 

The  half-deprecating,  half-triumphant  glance  of  the  successful  candi- 
date in  the  competitive  examination  on  Mount  Gargarus  seems  to 
favour  the  supposition  ;  which,  moreover,  justifies,  or  rather  explains, 
the  full  revelation  of  her  charms. 

We  cannot,  of  course,  claim  a  very  high  place  for  a  work  whose 
principal,  though  by  no  means  its  only,  characteristic  is  the  sensual 
charm  which  it  exercises.  It  belongs  to  the  lower  region  of  art.  But 
at  the  lowest  estimate  which  the  coolest  critic  can  form  of  the  Medi- 
cean  Venus,  how  favourably  does  she,  in  her  refined  and  *  innocent 
voluptuousness,*  contrast  with  the  goddesses  and  nymphs  of  many  an 
illustrious  painter  of  the  Middle  Ages  and  with  the  meretricious  minxes 
of  some  modem  schools  of  sculpture.* 

The  attitude  of  the  Chigi  Venus  in  the  Vatican  is  the  same  as 
that  of  the  Medici,  but  she  holds  tlu  end  of  a  fringed  garment  in  her 
left  hand. 

*  The  modern  Venus,  in  too  many  cases       hy  bastard  art  with  the  aid  of  corsets  and 
is  not  moulded  and  painted  by  Nature  but       cosmetics. 
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The  Capitoline  Venus  is  rather  larger,  and  more  womanly  in  her 
fully  developed  forms.     In  artistic  merit  it  is  not  much  inferior. 

The  so-called  *  GermanicuSy  a  work  of  Cleomenes  II.,  is  now  in  the 
Louvre,  whither  it  was  transported  in  the  reign  of  Louis  XIV.  from 
the  gardens  of  Pope  Sixtus  V.  (A.D.  1585-1590)  on  the  Esquiline. 
The  name  by  which  it  is  generally  known  is  altogether  unwarranted. 
It  is  probably  the  portrait-statue  of  some -^^w^w  (7n7/(7r  or  ambassador 
in  the  form  of  Hervies  Logics y  as  the  god  of  eloquence.  It  is  supposed 
to  bear  a  strong  resemblance  to  a  statue  of  Hermes  in  the  Villa 
Ludovisiy  the  head  of  which  shows  greater  archaic  severity ;  and  to  a 
similar  one  in  the  Pal,  Colonna  at  Rome  ;  and  they  may  all  be  copies 
of  some  Greek  original  of  an  earlier  date. 

With  a  natural  desire  to  substitute  some  name  for  the  abandoned 

*  Germanicus,*  Clarac  suggests  *  Marius  Gratidianus,*   and   Thiersch 

*  Quinctius  Flamininus.* 

The  entire  want  of  ideality  in  this  work,  and  certain  individual 
traits,  warrant  us  in  regarding  it  as  a  portrait ;  but  all  attempts  to 
find  a  name  for  it  have  proved  fruitless.  The  pose  of  the  figure  is 
very  happily  chosen  and  full  of  interest.  The  orator,  firmly  planted 
on  both  feet,  is  in  the  act  of  speaking,  and  the  hand,  with  its 
closed  fingers,  raised  to  the  level  of  the  head,  the  downcast  eyes, 
and  the  whole  attitude  and  bearing  of  the  man,  express  in  a  very 
effective  manner  the  concentration  of  thought  of  an  earnest  and 
dignified  speaker.  The  garment  which  hangs  from  his  left  arm  is 
skilfully  used  as  a  prop  instead  of  the  customary  tree.  The  signifi- 
cance of  the  tortoise  at  his  feet,  on  which  the  name  of  the  artist  is 
engraved,  is  doubtful.  It  is  not  peculiar  to  Hermes  as  inventor  of  the 
lyre,*  but  is  found  with  Pan  and  Aphrodite  Urania*  The  treatment 
of  the  nude  fig^ure  is  clear,  correct,  and  precise,  and  its  relative  pro- 
portions are  admirably  observed  ;  but  the  general  effect  is  decidedly 
prosaic  and  lifeless — we  might  say  Roman — although  this  is  by  no 
means  the  universal  opinion.^  Visconti  considered  it  the  best  portrait- 
statue  which  has  come  down  to  us  ;  Winckelmann,*  on  the  other  hand. 


>  Hon  Od,  iii.  11,  and  i.  10.  «  Vide  Ovcrbeck,  G.  d,  Piasiik,  ii.  304, 

»  Friederichs*  Bayst.  p.  413.  *  Vol.  i.  p,  256,  ed.  Eiselein. 
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Fig.  241. 


who  could  put  up  with  any  quality  rather  than  tameness,  says,  *  The 
best  statue  in  France  is  the  so  called  Germanicus  at  Versailles ;  and 
this  figure  has  no  particular  beauty,  but  seems  to  have  been  copied 
from  a  common  model  in  actual  life/  The  least  satisfactory  part  of 
the  work  is  the  drapery,  which,  although  from  its  position  it  ought  to 
be  gliding  down  the  left  arm,  has  all  the  appearance  of  being  nailed 
to  it  The  left  hand  probably  held  a  staff,  or,  as  some  suppose,  the 
caduceus  of  Hermes. 

Heracles  Farnese  (fig.  241),  the  work  of  Glycon  the  Athenian.* 
This  colossal  marble  statue  was  found  in 
1 540  in  the  Baths  of  Caracalla,  and  passed 
from  the  Farnese  palace  at  Rome  to  Naples, 
where  it  now  is.  Both  style  and  inscription 
point  to  the  time  of  Hadrian,  when  the  in- 
fluence of  the  grand  traditions  of  Greek  anti- 
quity which  prevailed  in  the  last  years  of  the 
Roman  Republic,  and  in  the  reigns  of  the 
first  Emperors,  had  almost  entirely  lost  their 
sway. 

The  Hero  is  represented  just  after  the  ac- 
complishment of  the  most  arduous  of  his  la- 
bours, that  of  bringing  tJie  apples  of  the  Hes- 
pertdes  — the  wedding  present  of  Ge  to  Hdr^ — 
from  the  very  ends  of  the  old  world  to  Argos 
He  stands  leaning  heavily  on  his  club,  and 
holds  the  apples  in  his  right  hand  behind 
his  back.  The  struggle  with  the  terrible 
Dragon,  Ladon,  is  too  recent,  and  the  effects  are  too  exhausting,  to 
allow  him  to  feel  the  natural  exultation  of  victory.  The  muscles  are 
swollen  by  his  superhuman  efforts,  and  the  whole  attitude  of  the 
body,  the  drooping  head,  and  the  fixed  and  gloomy  gaze  of  the  eyes, 
express  the  extreme  of  weariness  and  depression.  There  is  nothing 
about  him  of  the  inexhaustible  vigour,  the  eternal  youthfulness,  with 
which  earlier  art  is  accustonnied  to  invest  its  Demigods.     Even  Ais 


THE  FARNESIAN  HERACLES. 


*  Vide  su/ra,  p.  579. 
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giant  powers  have  evidently  been  overtasked,  and  he  seems  to  be 
looking  to  the  past  without  triumph,  and  to  the  future  without  hope. 
There  can  be  little  doubt  that  the  original  design  of  this  statue  was 
the  work  of  Lysippus,  who,  as  we  have  seen,  made  Heracles  the 
subject  of  especial  study,  and  represented  him  in  every  age  and  form. 
But  in  this,  as  in  other  statues  of  this  period,  the  copyist  tries  to 
improve  upon  his  model,  and  to  surpass  his  master.  Even  Lysippus 
sought  to  influence  the  beholder  by  colossal  size  and  massive  pro- 
portions, but  he  did  so  without  violating  the  principles  of  true  art 
and  refined  taste.  In  the  work  before  us  the  tendency  of  the 
Alexandrine  school  towards  exaggeration,  and  a  too  great  aiming  at 
effect,  is  carried  to  an  extreme  far  removed  from  the  moderation 
which  characterises  all  the  best  Greek  work.  To  give  an  idea  of 
gigantic  strength,  the  body  of  the  hero  is  represented  as  composed  of 
the  coarsest  materials,  and  as  developed  by  unceasing  labour,  not  to 
harmonious  beauty,  but  to  unwieldy  clumsiness,  of  proportion.  The 
size  of  the  muscles  is  exaggerated  almost  to  deformity  ;  they  show, 
as  Winckelmann  expresses  it,  like  *piled-up  hills.'  The  enormous 
breadth  of  the  shoulders  and  breast  is  still  further  enhanced  by 
contrast  with  the  too  small  head.*  But  Heracles  not  only  bore  the 
weight  of  the  world  on  his  massive  shoulders,  he  also  outran  the 
Keryneian  Stag ;  and  the  artist  knows  no  better  means  of  reminding 
us  of  this  than  giving  abnormal  and  disfiguring  length  to  the  legs. 
These  are  the  cheap  expedients  of  one  who  is  not  sufficiently  initiated 
by  genius  into  the  mysteries  of  nature  to  work  upon  her  lines,  and  to 
represent  superhuman  powers  in  human  forms.  We  may  perhaps 
mention  in  this  connexion  the  so-called 

Heracles  Mastai,  a  colossal  figure  in  gilt  bronze  in  the  Sala 
Rotonda  of  the  Vatican.  It  was  found  near  Pompey's  Theatre,  and 
had  evidently  been  hidden  either  from  robbers  in  search  of  metal,  or 
from  Christians  in  search  of  heathen  idols.  The  execution  of  different 
parts  is  very  unequal  in  merit,  the  knees  and  shins  being  well  formed, 
while  the  flesh  of  the  stomach  is  of  very  inferior  workmanship.     The 


*  There  is  a  similar  head  of  Heracles  in       the  Farnesian.     It  was  found  near  Mount 
the   Brit.   Mus.  with  a  more  affecting  ex-      \es\x\\m.— Marbles  of  the  B.  M.  i.  pi.  ii. 
pression,  which  may  be  a  copy  or  replica  of 
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face  is  broadened  out  by  a  blow  on  the  back  of  the  head,  and  thereby 
acquires  an  almost  ludicrous  expression,  for  which  the  artist  is  not 
responsible.  It  is  probably  a  copy  of  some  work  of  the  school  of 
Lysippus,  of  which  the  prominent  forehead  and  Macedonian  nose  are 
characteristics. 

Pallas^  by  Antiochus  of  Athens,  in  the  Villa  Ludovisi  at  Rome. 
The  motif  of  this  statue  is  very  uncertain,  because  the  arms  arc 
restored.  Welcker  assumes  that  the  restorer  intended  to  represent 
the  Goddess  in  the  act  of  haranguing  troops,  like  fig.  242. 

a  general,  immediately  before  an  engagement  with 
the  enemy.  But  the  position  of  her  arms  is  equally 
reconcileable  with  her  customary  attitude,  in  which 
she  rests  one  hand  on  her  shield  and  holds  her  lance 
in  the  other.  The  appearance  of  the  head  is  greatly 
injured  by  the  new  helmet,  and  the  face  is  entirely 
marred  by  the  badly  restored  nose. 

The  Caryatid  of  Diogenes  of  A  thesis  (fig.  242),  in 
the  Braccio  Nuovo  of  the  Vatican,  is  a  direct  copy  of 
the  Caryatids  of  the  Erechtheum.     It  is  the  more 
satisfactory  because  the  artist  has  recognised  the 
limits  of  his  own  powers,  and  kept  to  the  original, 
not  only  in  the  general  design,  but  also  in  the  princi- 
pal details.    The  essentially  architectural  character 
of  the  work  is  well  preserved,  and  the  clearness  and 
purity  of  the  outlines  produce  a  remarkably  stately 
and  pleasing  effect.     It  is  only  when  we  compare  it      ^^^^an  caryatid. 
with  the  Greek  originals  in  the  British    Museum  that  we  become 
aware  of  its  inferiority,  and  of  the  world-wide  difference  between  the 
work  of  the  two.  periods  in  which  original  and  copy  were  respectively 
produced. 

We  learn  from  Pliny  *  that  Diogenes,  the  Athenian,  decorated  the 
Pantheon  of  Agrippa  (which  was  consecrated  in  B.C.  25),  and  that 
his  Caryatids  were  praised  ^ inter  pauca  operum'  We  may  well 
believe  that  the  Vatican  figure  was  one  of  these. 


>  Plin.  A':  H,  xxxvi.  37  (38). 
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The    Caneplwra    of    Criton    and 
Nicolaus,  in  the  Villa  Albani  at  Rome, 
also  follows  the  general  type  of  the 
Caryatid  of  the  Erechtheum  ;  but  the 
artist  has  endeavoured    to  introduce 
into  it  a  certain  mild  grace  and  ele- 
gance— by  giving  greater  roundness 
to  the  nude,  and   greater  variety  in 
the  fall  of  the  drapery — in  the  place  of 
the  simple  solidity,  and  severe  mono- 
§     tony,  of  perpendicular  lines  which  cha- 
S     racterise  the  originals.     It  is  an  at- 
tempt, in  fact,  to  free  the  Caryatid 
jj     from   its   architectural  bonds,  which 
t     only  results  in  unfitting  it  for  its  func- 
X     tion  of  human  pillar. 


< 


o 


\ 


Fig.  243,  rt. 


Tlu  Vase  of  Salpian^  at  Naples 
(figs.  243  and  243,  a).  The  same  cha- 
racter of  clever  imitation  and  adapta- 
tion of  ancient  types,  of  which  we  have 
given  examples  in  statuary,  belongs 
to  several  well-known  and  beautiful 
Bacchic  and  other  reliefs  of  this  pe- 
riod. One  of  the  best  of  these  forms  the  ornament  of  a  vase  inscribed 
with  the  name  of  Salpion,  and  known  by  the  name  of  '  the  Font  of 
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Gaeta!  It  was  discovered  at  Cormia,  on  the  Gulf  of  Gaeta,  and  was 
for  some  time  used  as  a  font  in  the  cathedral  of  this  city,  whence 
it  was  transferred  to  the  museum  at  Naples.  The  subject  of  the  relief 
is  the  handing  over  by  Hennes  of  the  infant  Dionysus  to  his  future  nurse ^ 
t/ie  Nymph  of  Nysa,  in  Naxos,  There  is  scarcely  a  figure  in  it  which 
may  not  be  traced  to  some  prototype  of  a  better  period  ;  but  all 
are  combined  in  a  novel  manner  with  great  taste  and  elegance,  and 
the  effect  is  extremely  pleasing.     Of  a  similar  character  is 

Tfie  Vase  of  Sosibios^  in  the  Louvre,  which  is  also  inscribed  with  the 
name  of  the  artist  The  surface  of  the  relief  upon  it,  which  is  a  good  deal 
rubbed,  is  likewise  Bacchic,  but  the  motif  is  by  no  means  clear.  One 
is  tempted  to  think  that  it  represents  no  central  action  at  all,  but  only 
a  succession  of  well-known  figures  from  the  Dionysiac  Thiasos  with- 
out any  close  connexion.  In  the  centre  we  see  a  flaming  altar^  on 
the  left  side  of  which  stands  A  rtemis  with  her  usual  attributes — bow, 
quiver,  and  hind  ;  and  on  the  other  side,  Hermes  walking  on  the  tips  of 
his  toes,  and  holding  up  his  right  hand  in  a  significant  manner^  Be- 
hind Artemis  marches  a  minstrel  playing  the  harp,  who  reminds  us 
of  the  Apollo  Citharoedus,  although  the  figure  is  generally  pronounced 
to  be  female.  Then  follow  a  Satyr  and  a  Bacchafite,  Behind  Hermes 
are  two  Bacchantes,  copied  from  favourite  types  of  a  late  period,  and 
a  Corybant. 

These  two  works  of  Salpion  and  Sosibios  cannot  be  dated  earlier 
than  the  last  century  B.C.  They  are  important  as  affording  examples 
of  the  commencement  of  the  archaistic  style  which  Hadrian's  passion 
for  the  antique  made  so  general  and  popular  at  a  later  period.  There 
is  another  relief  of  great  interest,  representing 

The  Sacrifice  of  IphigeJiiaydX  Florence,  which  bears  the  name  of 
Cleomenes.^  The  authenticity  of  the  inscription  is  doubtful,  but  there 
is  no  doubt  of  the  beauty  of  the  work.  The  priest  is  in  the  act  of 
cutting  off  the  hair  of  the  lovely  victim  as  a  preliminary  sacrifice. 
Iphigenia  stands  in  silent  grief  and  patient  resignation,^  TrpiTrovad  0"  W9 
iv  ypa(f>al9,^  while  her  father,  Agamemnon,  stands  somewhat  apart  with 


'  Vide  sufra,  p.  578.  »  y^isch.   /l^am,  v.  93.     Eurip.  f/At^.  in 

*  *Muta  metu,  terram  genibus  submissa,       ^u/,  1550. 
petebat. '—  Lucret.  i.  94. 
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covered  head.  The  design  is  supposed  to  be  borrowed  from  the  picture 
of  Timanthes  (about  400  B.C.),  the  rival  of  Zeuxis '  and  Parrhasius,* 
whose  work  was  so  highly  celebrated  by  ancient  writers.  *  For  when,' 
says  Quintilian,  *  Timanthes,  the  Cynthian,  in  his  Immolation  of 
Iphigenia,  had  painted  Calchas  sad,  Ulysses  sadder,  and  had  repre- 
sented in  the  face  of  Menelaus  the  most  poignant  grief  that  art  can 
express  ;  having  exhausted  the  deepest  feelings  {consuniptis  affectibus)y 
and  finding  no  means  of  worthily  pourtraying  the  countenance  of  tite 
fatJier,  he  covered  his  head  and  left  it  to  every  man's  own  heart  to 
estimate  his  sufferings.* ' 


>  Plin.  A^.  H,  XXXV.  64.  Cic.  Orat,  xxii.   74.     Valer.  Max. 

*  Ibid.  XX  XV.  71.  Eustath.  €ui  II.  p.  1343.  60. 

•  Quintil.   Inst.    Orat.   ii.    13.  12.     Conf. 
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CHAPTER   L. 

ARTISTS   OF  ASIA   MINOR. 

Many  of  these  appear  to  have  settled  in  Italy,  and  to  have  been 
employed  by  distinguished  and  wealthy  Romans.  The  best  known 
of  them  was 

Agasias,  Son  of  Dositheos  of  Ephesus, 

who  seems  to  have  belonged  to  a  family  of  artists,  as  we  read  in  an 
inscription  the  name  of  an  earlier  Agasias,  son  of  Menophilos,  also 
of  EphesusJ  The  later  Agasias  is  known  as  the  sculptor  of  the  so- 
called  *  Borghese  Gladiator.*  Cavaceppi  attributes  the  Discobolus  in 
t/ie  British  Museum  to  this  artist. 
The  name  of 

Heraclides,  Son  of  Hagnos^ 

of  Ephesus,  appears  on  the  trunk  of  a  tree  by  the  side  of  a  statue  in 
tite  Louvre  restored  as  A  res? 

Archelaus,  Son  of  Apollonius 

of  Priene,*  was  the  author  of  the  famous  relief  in  the  British  Museum 
called  the  Apotheosis  of  Homer,  which  was  found  in  the  middle  of  the 
seventeenth  century  near  the  Via  Appia,  on  the  site  of  the  old  town 
of  Bovillai.  

»  Corp.  Insc.  Gr.  No.  2285.  *  Clarac,   Mus.   de  Louvre^   pi.    313,   f. 

»  Corp.  I,   Gr.   No.  6152.     This  reading       1439. 
is  doubtful.     Vide  Brunn,  K.-C.  p.  572.  *  Corp.  Iiisc.  Gr.  No.  6131. 
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Alexandros,  Son  of  Menides  of  Antiocheia.^ 

The  name  of  this  artist  is  found  on  a  fragment  of  a  plinth  which 
in  all  probability  belongs  to  the  famous  Venus  de  Milo.^  The  base  of 
the  statue  is  said  to  have  been  destroyed  to  conceal  from  Louis 
XVIII,  of  France  the  late  origin  of  this  illustrious  work. 

Aristeas  and  Papias 

came  to  Rome  from  Aphrodisias  in  Caria,'  in  which  town  a  school 
of  art  seems  to  have  formed  itself  at  this  late  period.  These 
artists  executed  the  tivo  Centaurs  of  black  marble  found  in  Hadrian's 
Villa  in  Tivoli  in  1746,  and  now  in  the  Capitoline  Museum  at  Rome. 
Another  artist  of  Aphrodisias  was 

Zenon  of  Aphrodisias,  Son  of  Attinas, 

who  lived  not  before  the  second  century  B.C.  He  first  became  known 
from  the  inscription*  on  the  dress,  near  the  left  knee,  of  a  statue 
of  a  senator  ij)  seated^  in  the  Villa  Ludovisi,  the  general  design  of 
which  strongly  resembles  that  of  the  so-called  *  Marcellus  *  of  the 
Capitol.  Another  work  inscribed  with  the  name  of  Zeno  is  a  head- 
less Henna  with  a  metrical  inscription,  in  which  he  speaks  of  his 
country  as  fia/capTdrt]  *A<f)poSia'ia9y  and  praises  the  work  of  his  art 
{kXvtov  ipyov),  with  which  he  had  adorned  a  tomb  for  himself,  his 
wife,  and  son."*  Zenon  s  name  is  also  found  on  the  base  of  a  marble 
statue  at  Syracuse,  representing  a  woman  in  a  light  robe^  Brunn 
speaks  of  a  fourth  inscription  containing  the  name  of  Zeno.'^  Other 
artists  of  Aphrodisias,  whose  names  occur  on  statues,  were  Mene- 
STHEUS®  and  Atticianus.^ 


*  On  the  river  Menander  in  Caria.  and  the  other  in  Thrace,  near  the  entrance 
«  Corp,   Insc.    Gr,  No.    2435   t>.      Conf.  to  the  Hellespont. 

Wieseler,   Denkm,  d.    a.   K,  ii.  No.   270;  *  Corp.  In.  Gr.  61 51. 

and  Friederichs'  Baust.  p.  334.  »  Ibid.  6233.             •  Ibid,  No.  5374. 

*  There    were   two   other  towns  of  this  '  K.-G.  i.'574.         *  Corp.  In.  Gr.  6167. 
name,  one  in  the  extreme  south  of  Laconia,  •  Mm.  Florent.  Stat,'\.  18. 
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Extant  Works  of  Asiatic  Greeks  of  this 

Period. 

One  of  the  most  remarkable  of  these  is  the  famous  marble  statue 
in  the  Louvre,  falsely  called 

Tlie  Borghese  *  Gladiator'  (fig.  244).  This  work  of  the  Ephesian 
artist  Agasias  *  was  discovered  in  Capo  d'Anzo  (Antium),  in  the  begin- 
ning of  the  seventeenth  century,  and  has  been  in  Paris  since  1808. 

The  whole  attitude  and  bearing  of  this  bold  and  striking  figure 
necessarily  imply  an  opponent,  but  it  does  not  follow,  as  O.  Miiller 
seems  to  think,  that  our 

statue  must  have  formed  *  ^^ 

part  of  a  group.  The 
imagination  of  the  be- 
holder readily  supplies 
all  that  is  necessary 
to  complete  the  scene. 
There  is  no  adequate 
reason  for  the  designa- 
tion *  Gladiator,'  which 
has  been  abandoned 
with  general  consent. 
Nor  is  it  the  represen- 
tation of  a  hero  or  my- 
thical personage,  but 
simply  a  *  study  *  of  a 
strong  and  active  com- 
batant, who  is  defending 

himself  with  his  shield  against  an  adversary  in  a  higher  position  than 
himself — probably  a  rider — and  at  the  same  time  watching  his  oppor- 
tunity to  deal  a  decisive  blow  with  his  sword.  The  attitude  repre- 
sents the  most  violent  extreme  of  motion  and  exertion,  and  the 
most  strained  attention.  It  has  been  suddenly  assumed  in  the 
exigency   of  the  combat,  and    is   therefore  transitory,  carrying  the 


THE  SO-CALLED    BORGHESE   GLADIATOR. 


•  Vide  supi-Cy  p.  597. 
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imagination  irresistibly  forward  to  the  inevitable  relaxation  and  re- 
bound. 

The  striking  effect  which  this  statue  invariably  produces  on 
the  beholder  is  largely  owing  to  the  rarity  and  singularity  of  the 
attitude.  It  is  not  drawn  directly  from  life,  nor  does  it  remind  us  of 
anything  within  the  range  of  our  own  experience  or  imagination.  It 
appears  to  have  been  deliberately  invented  as  affording  the  best  field 
for  the  display  of  the  artist's  extraordinary  anatomical  learning  and 
technical  mastery.  We  are  at  first  surprised  to  find  the  expression, 
or  rather  want  of  expression,  in  the  face  so  little  in  accordance  with 
the  violent  excitement  indicated  by  the  forced  attitude  of  the  body. 
The  features  are  cast  in  plebeian  mould,  and  there  is  nothing  in  them 
to  excite  either  sympathy  or  curiosity — no  sig^  of  wrath  or  fear, 
nothing  beyond  the  eager  watchfulness  of  a  man  engaged  in  a  trial  of 
skill  with  a  well-trained  adversary.  Wonderful  as  it  is,  therefore,  in 
many  respects,  the  statue  has  no  ideal  or  personal,  no  tragic  or 
pathetic,  interest  for  us,  and  it  conveys  no  spiritual  meaning.  It  is 
addressed  not  to  the  feelings  or  the  imagination,  but  to  the  intellect ; 
and  we  admire  not  so  much  the  work  itself  as  the  learning  and  skill 
of  the  artist,  who  in  its  creation  triumphed  over  so  many  difficulties. 

And  as  a  work  of  this  second  class  tlie  Borg/tese  Combatant  claims 
one  of  the  highest  places.  The  boldness  and  novelty  of  the  design,  the 
accurate  knowledge  and  marvellous  skill  displayed  in  the  treatment  of 
the  muscles  in  their  abnormal  state  of  extreme  tension,  are  a  source 
of  wonder  and  delight  to  the  man  of  science  as  well  as  the  artist,  and 
have  caused  this  statue  to  be  regarded  as  an  almost  perfect  model 
for  the  study  of  plastic  anatomy.' 

Venus  of  Melos  (fig.  245),  probably  the  work  of  Alexandros,  son  of 
Menides  of  Antiocheia. 

It  is  with  no  little  reluctance  that  we  place  this  noblest  conception 
of  the  female  form  among  the  works  of  this  late  period.  But  the 
evidence,  both  external  and  internal,  constrains  us  to  refer  it  to  that 
age  of  genial  eclecticism  and  imitation  to  which  we  owe  such  mar- 
vels of  art  as  the  Belvedere  Torso  and  the  Borghese  Warrior.     We 


Vid.  Jean  Galbart  Salvage,  IJ AncUomU  du  Glotiiateur  combatiaut,  Paris  1812. 
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must  regard  this  grandest  and  noblest  representation  of  the  mighty 
Goddess  with  the  same  feelings  as  are  inspired  by  the  rare  golden  days 
of  autumn,  which  rival  in  beauty,  and  surpass  in  charm  and  interest, 
the  uniform  brightness  of  the  height  of  summer.  The  Venus  of  Melos 
was  discovered  in  1820  by  a  peasant  in  a  niche  of  the  buried  walls  of 
the  old  town  of  Melos,  in  the  island  of  the  same  name.  It  was 
purchased  by  the  French  Ambassador  at  Constantinople,  the  Marquis 
de  Riviere,  and  presented  by  him  to  Louis  XVI 1 1.,  who  placed  it  in 
the  Louvre.     It  is  composed  of  two  blocks  of  marble,  which  unite 


Fig.  245. 


just  above  the  garment  which  envelopes  her 
legs.*  Of  the  arms,  which  are  both  unfortunately 
lost,  the  left  was  made  separately  and  fixed  to 
the  body.  The  tip  of  the  nose  has  been  added 
in  modern  times  ;  and  at  an  earlier  period  that 
part  of  the  left  foot  which  projects  from  the 
drapery  was  restored,  but  so  badly  that  it  was 
removed  again.^     The  ears  are  pierced  for  rings. 

Two  years  later  (1822)  part  of  a  \ft  artn,  and 
a  left  hand  grasping  an  apple^  were  discovered, 
which  many  persons  still  consider  to  belong  to 
the  statue.  They  certainly  look  like  the  results  of 
a  clumsy  attempt  to  restore  the  missing  parts. 

M.  de  Longp^rier,  in  a  letter  to  Friederichs, 
declares  that  the  plinth  inscribed  with  the  name 
of  Alexandros  was  found  at  the  same  time 
with  the  statue  and  brought  to  Paris,  and  there 
purposely  destroyed:  *On  avait  dit  au  Roi  Louis  the  venus  of  melos. 
XVIII.  que  la  statue  ^tait  Toeuvre  du  c^lfebre  sculpteur  de  Phrynd 
(Praxiteles),  et  je  crois  que  ce  fut  la  cause  de  la  perte  de  rinscription.'  * 

The  attitude  of  the  Goddess  is  a  very  peculiar  one,  not  easy 
to  be  accounted  for.  She  stands  proudly  erect,  inclining  from  the 
waist  upwards  to  the  right,  but  facing  slightly  round  to  the  left.  She 
rests  the  whole  weight  of  her  stately  form  on  the  right  leg,  while  the 


*  Slatues  (not  colossal)  are  seldom  com- 
posed of  more  than  one  block.  The  Diana 
at  Holkham  is  one  of  the  three  or  four  ex- 
ceptions. 


*  This  foot  has  been  again  restored  quite 
recently. 

*  Friederichs*  Baust,  p.  334. 
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left  foot,  which  is  lost,  was  raised  and  rested  on  some  object— a  helmet 
or  tortoise.     Her  pose  affords  an  example  of  that  pleasing  undulation  of 
the  human  form  which,  according  to  Winckelmann,  was  first  introduced 
by  Lysippus.     The  beautiful  rhythm,  however,  is  obscured  by  the 
loss  of  the  fine  arms  which  must  have  belonged  to  so  majestic  and 
superb  a  figure.     The  lower  limbs  of  the  statue,  which  is  nude  to  the 
hips,  are  draped  rather  than  clothed  in  a  mantle,  which  is  arranged 
solely  with  a  view  to  artistic  effect     The  too  small  head  is  supported 
by  a  too  long  neck,  and  the  oval  of  the  haughty  face  is  shorter  than  in 
most  of  the  statues  of  the  preceding  period.    The  upper  eyelid  extends 
farther  than  usual  beyond  the  lower,  which  is  slightly  raised  in  the  man- 
ner characteristic  of  Aphrodite.    It  is  this  formation  which  makes  the 
eye  itself  look  longer  than  it  really  is,  and  imparts  somewhat  of  the  win- 
ning, languishing  expression,  which  assures  us  that,  after  all,  this  stem, 
disdainful  woman  is  the  Goddess  of  Love.     The  ears  are  partly  covered 
by  the  hair,  which  is  simply  and  elegantly  tied  into  a  knot  at  the  back  of 
the  head,  like  that  of  the  Medicean  Venus.   The  nude  forms  are  moulded 
with  admirable  power  on  the  grandest  scale,  with  a  clearness  and 
purity  of  outline  worthy  of  the  best  period  of  Grecian  art.    The  figure 
is  ideal  in  the  highest  sense  of  the  word  ;  it  is  a  form  which  transcends 
all  our  experience,  which  has  no  prototype  or  equal   in  the  actual 
world,   and    beyond   which   no   effort  of  the  imagination   can  rise. 
As  we  contemplate  with  something  like  awe  this  beau-icUal  of  proud, 
majestic  womanhood,  our  thoughts  naturally  recur  to  the  very  different 
form  under  which  the  Goddess  is  represented  to  us  in  the  Florentine 
statue.     In  the  latter  we  see  the  tender,  delicate  form  of  a  young  girl 
in  the  first  flush  of  youth,  who  feels  the  influence  of  the  love  which 
she  inspires,  and  whose  charming  face  expresses  at  once  her  bashful 
timidity  and  half-conscious  coquetry.     The  former,  whose  grand  form 
is   that   of  a   fully   developed    woman,   stands   before   us   in   quiet 
majesty— proud,  cold,  and  self-sufficing  ;  lovable,  indeed,  but  seeking 
no  love  from  us  {nihil  indiga  fiostrt).     It  is  no  longer  the  ideal  of  a 
lovely  woman,  it  is  the  Goddess  who  does  not  condescend  to  ask,  or 
try  to  win,  our  homage,  but  demands  it  by  her  mere  presence  as  of 
right  divine. 

The  peculiarity  of  the  attitude  of  the  Venus  of  Melos,  and  the 
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loss  of  her  arms,  which  might  explain  it,  have  given  rise  to  countless 
theories  respecting  the  action  in  which  she  is  engaged.  Everything 
about  her,  except  her  lustrous  beauty,  even  the  material  from  which 
she  is  carved,^  is  matter  of  dispute.  If  the  hand  with  the  apple 
were  genuine,  we  should  have  the  Cyprian  queen  in  the  act  of  hold- 
ing up  her  prize.  According  to  another  interpretation,  she  is  con- 
templating her  own  victorious  charms  in  the  polished  surface  of  Mars* 
shield.  If  she  was  satisfied  with  the  reflection,  her  pleasure  is  very 
ill  expressed,  and  the  direction  of  her  gaze  is  far  too  high.  It  is 
inconceivable,  too,  that  the  artist  would  choose  to  conceal  the  greater 
portion  of  her  glorious  form  by  the  interposition  of  a  large  shield.^ 
The  most  extraordinary  explanation  is  that  lately  broached  by  M. 
Geskel  Salomons,^  who  thinks  that  the  Venus  of  Melos  once  adorned 
a  gymnasium,  and  stood  on  one  side  of  Heracles  as  PleasurCy  as  a 
pendant  to  Virtue  on  the  other,  in  a  group  representing  the  famous 
*  Choice  of  Heracles ' ! 

If  we  choose  to  regard  her  as  a  single  and  independent  figure,  the 
most  plausible  explanation  of  her  attitude  is  suggested  by  the  beau- 
tiful statue  called  the  *  Victory  of  Brescia,*  which  is  really  a  Venus 
restored  as  a  Nike  with  wings  and  buckler,  probably  in  the  time  of 
Vespasian,  who  founded  the  temple  where  it  was  discovered.  She  is 
there  represented  as  holding  a  buckler  in  her  left  hand,  on  which  she 
is  inscribing  the  names  of  fallen  heroes.*  The  Aphrodite  of  Melos 
may  also  be  compared  with  the  *  Venus  Falerone'^  (from  Valeria  in 
Picenum),  to  which  it  bears  a  very  striking  resemblance,  except  that 
the  latter  is  clothed,  while  the  former  is  nude. 

The  difficulty  of  explaining  her  attitude  satisfactorily  as  a  single 
figure  ^appears  to  most  observers  insuperable.  De  Quincy  was  the 
first  to  suggest  that  she  formed  part  of  a  group,  with  Ares,  whose 
anger  she  is  endeavouring  to  appease  by  her  caresses ;  and  he  refers  to 


*  One  connoisseur  says  Parian    marble,  Corinth.     Conf.  Pausan.  ii.  4.  8. 

another    the    so-called   coralitique    of  Asia  '  *  La  Statue  de  Milo  : '  conference  tenue  K 

Minor.  1' Academic  de  Stockholm,  1878. 

*  Thisview,  however,  is  held  by  O;  Miiller,  ^  The  eminent  sculptor,   Mr.  Boehm,  fa- 
Millingen,    Welcker,  and  others,  who  sup-  vours  this  view. 

port  it  by  reference  to  coins  of  Antoninus  *  Mon.  d,  Inst,  iii.  7.     Annals  xi.  1839. 
Pius,    belonging   to  the    Roman  colony  at 
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a  medal  of  Faustina  the  younger  in  support  of  this  view.  The  expres- 
sion of  her  face  gives  no  countenance  to  this  hypothesis.  MiUingen 
also  thinks  that  she  is  standing  by  the  side  of  Mars,  but  he  regards 
the  pair  in  the  more  serious  light  of  a  *  couple  conjugal'  This  is, 
perhaps,  the  best  explanation  which  has  as  yet  been  brought  forward. 
M.  Ravaisson,  of  the  Louvre,  agrees  with  him  to  a  considerable  ex- 
tent, and  has  greatly  facilitated  the  formation  of  a  sound  opinion  by 
placing  several  similar  figures  in  the  room  adjoining  that  which  the 
Venus  of  Mclos  occupies  alone  as  becomes  her  rank. 

The  *  group  theory*  derives  confirmation  from  the  well-known 
statues  of  Hadrian  and  Sabina  in  the  Louvre,  in  which  the  latter  is  evi- 
dently copied  from  the  Melian  Aphrodite  and  Hadrian  from  the  Mars 
Borg/tese  in  the  same  museum.  The  action  of  Venus-Sabina,  who 
lays  her  hand  on  the  breast  of  her  companion,  Mars-Hadrian,  would 
very  well  suit  the  position  of  our  statue.  Similar  groups  may  be  seen 
in  the  Capitoline  Museum  at  Rome  and  at  Florence,  and  the  motif 
was  evidently  a  favourite  one.  This  view  of  the  case,  which  seems 
the  best,  does  not  necessitate  a  love  scene,  in  which  the  Goddess  is 
evidently  not  in  a  mood  to  take  a  part.  She  is  grave  and  stately,  as 
becomes  her  character  as  an  object  of  worship  in  a  temple,  and  as 
consort  of  the  powerful  God  of  War. 

The  Venus  de  Milo  is  justly  admired,  not  only  for  the  grandeur 
of  its  design,  the  perfection  of  its  proportion,  and  the  exquisite  mould- 
ing of  the  superb  and  luxuriant  form,  but  for  the  vivid  freshness  of  the 
flesh  and  the  velvet  softness  of  the  skin,  in  whicli  it  stands  unrivalled 
in  ancient  and  modern  art.  The  extraordinary  skill  with  which 
minute  details,  such  as  the  folds  of  skin  in  the  neck,  are  harmonised 
with  the  ideal  beauty  of  the  whole  is  beyond  all  imitation  and  all 
praise.  The  lifelike  effect  of  this  wonderful  masterpiece  is  greatly 
enhanced  by  the  rare  and  perfect  preservation  of  the  epidermis  and 
by  the  beautiful  warm  yellowish  tinge  which  the  lapse  of  centuries 
has  given  to  the  marble. 

In  the  drapery  it  is  rather  the  execution,  which  is  very  meritor- 
ious, than  the  design,  which  we  admire.  It  is  not  in  accordance  with 
the  practice  of  the  best  period  to  use  the  dress  as  a  mere  ornament  to 
heighten  the  effect  of  the  nude.     This  is  too  evidently  done  in  the 
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case  before  us ;  for  the  drapery — which  is  gracefully  arranged  round 
the  lower  limbs,  and  out  of  which  the  beautiful  nude  form  rises  like  a 
flower  from  its  calyx — could  not  possibly  remain  where  it  is  for  a 
single  moment.  Such  a  want  of  truth,  such  an  artifice  de  toilette^  is  a 
strong  argument  against  the  claim  of  this  statue  to  belong  to  the  age 
of  Pheidias  or  even  Scopas. 

Two   Centaurs  by  Aristeas  and  Papias  of  Aphrodisias}     These 
figures  of  an  old  and  young  centaur,  P^^   ^^ 

each  of  whom  bore  an  Eros  on  his 
back,  were  discovered  in  the  Villa 
of  Hadrian  at  Tivoli,  and  are  now 
in  the  Capitoline  Museum  at  Rome 
The  point  of  the  representation, 
which  smacks  strongly  of  the  spirit 
of  Alexandrian  parody  and  epi- 
gram, is  the  contrast  between  youth 
and  age,  when  subjected  to  the 
attacks  of  Love.  The  younger 
Centaur  (fig.  246)  bears  his  burden 
gladly  and  proudly,  and  regards 
with  an  air  of  mockery  his  older 
companion,  who  looks  by  no 
means  so  well  pleased  by  the  pre- 
sence of  the  little    tyrant    on  his 

back.     The  arms  of  Eros^  who  is  ^he  young  centaur. 

balancing  himself  on  the  old  centaur's  back  with  a  comically  vic- 
torious air,  are  restored  ;  the  Bacchic  wreath  on  his  head  seems  to 
indicate  that  the  condition  of  his  victim  is  the  effect  of  wine.  The 
invention  belongs  to  an  earlier  period  than  that  of  Hadrian,  and 
there  are  several  replicas^  one  of  which,  in  the  Louvre,  is  quite  equal 
to  the  Capitoline  group.  The  original  was  probably  in  bronze,  which 
the  black  marble  is  intended  to  imitate.  Some  admiration  is  due  to 
the  patient  skill  with  which  the  artists  have  endeavoured  to  follow 
their  model  even  in  the  minutest  detail,  and  yet  it  is  just  this  Oriental 


'  Corp.  Ins,  Gr,  No.  6141. 

*  This  relates  to  the  replica  in  the  Louvre,  in  which  the  figure  of  Eros  is  preserved. 
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attention  to  minutiae  which  injures  the  general  effect.  The  structure 
of  the  figures  is  altogether  inorganic,  and  the  attempt  to  give  the 
mass  of  the  body  the  appearance  of  solidity  only  results  in  making  it 
look  shapeless  and  clumsy,  and  far  too  heavy  for  the  slender  legs. 
On  the  whole  Aristeas  and  Papias  can  hardly  claim  a  higher  rank 
than  that  of  cunning  patient  craftsmen.* 

The  Apotheosis  of  Homer  (fig.  247),  by  Archelaus,  son  of  Apollonius, 
of  Priene.  This  relief,  discovered  at  Bovillae,  and  now  in  the  British 
Museum,  has  been  very  much  restored.  In  the  third  row  all  the  heads 
are  new  except  that  of  the  third  figure  from  the  left  side,  and  the  head 
of  the  small  figure  to  the  right  in  the  lowest  stripe. 

It  has  been  suggested  that  this  relief  formed  one  of  a  series  of 
tablets  made  in  the  reign  of  Tiberius  for  the  use  of  schools.  We 
may  well  believe  it,  for  the  composition  is  dry  and  pedantic,  and 
suggests  the  idea  that  the  artist  worked  under  the  inspiration  and 
direction  of  a  grammarian  who  knew  little  of  the  nature  of  plastic  art, 
or  the  rules  and  requirements  of  the  relief  style.  The  arrangement  in 
parallel  stripes  is  almost  unknown  to  sculpture,  though  familiar  to  us 
in  painted  vases  of  the  perfect  style,  and  found  also  in  cameos  and 
silver  vessels  of  the  age  of  Augustus.  The  figures  are  evidently 
copied  from  the  crowd  of  antique  statues  existing  in  Rome,  and  many 
of  them  are  therefore  not  without  interest  and  beauty,  but  they  are 
arranged  with  little  skill  or  taste.  The  scene  is  laid  on  the  hill  of 
Parnassus,  and  although  Homer  himself  is  the  real  central  figure,  the 
summit  is  occupied  by  Zeus^  by  whom  the  gift  of  geniUs  is  bestowed' 
on  man.  He  is  sitting  somewhat  apart,  as  becomes  his  dignity,  with 
sceptre  in  hand,  and  the  royal  bird  at  his  feet.  Next  to  him, 
but  a  little  lower,  on  the  right,  is  the  figure  of  Melpomene  (the 
sweet  songstress),'  to  whom  he  seems  to  be  addressing  some  com- 
mand. Beneath  her  feet  is  a  lyre,  and  on  her  left  Thaleia,  w^ho, 
with  raised  hand,  is  dancing  down  the  hill.  Next  to  Thaleia 
(the  blooming),  on  the  left,  is  Euterpe  (the  charming),  who  points 
with  her  double  flute  to  the  artist's  name  inscribed  on  a  slab 
beneath  the  rocky  seat  of  Zeus.     Erato  (the  lovely)  follows  with  a 


*  Bninn,  Kiinstler-Gcsch.  B.  i. 

»  This  figure  strongly  resembles  a  statue  of  the  same  Muse  at  Berlin. 
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THE  APOTHEOSIS  OF  HOMER. 
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small  lyre  in  her  hand ;  then  another  pair  of  Muses,  Calliope  (the  beau- 
tiful-voiced) and  Clio  (the  proclaimer).  The  former  with  uplifted  hand 
is  reciting  from  a  book  (the  works  of  Homer  ?)  to  the  latter — the  Muse 
of  Epic  poetry. 

In  the  third  stripe,  beginning  on  the  left,  we  find  a  pair  of  Muses, 
Terpsichore  (the  dance-enjoying),  the  Muse  of  choral  song,  with  a 
larger  lyre  than  that  of  Erato,  and  Urania  (the  heavenly)  with  her 
globe.  Next  to  these  comes  Polyhymnia  (the  many-hymned)  in  an 
attitude  expressing  the  abandon  of  inspiration,  listening  to  the  strains 
of  Apollo,  The  latter,  in  the  guise  of  a  Citharoedus,  with  his  lyre  in 
the  left  hand  and  Xh^plectron  in  the  right,  is  just  issuing  from  the  Cory- 
cian  grotto  of  Mount  Parnassus.  By  his  side  are  the  sacred  Omphalos^ 
the  navel  of  the  earth,  against  which  lean  his  bow  and  quiver^  and  a 
priestess^  whose  smaller  size  denotes  her  mere  human  character,  holding 
in  her  hand  tlte  aip  of  libation. 

Passing  over  the  figure  on  a  pedestal  in  front  of  a  tripod,  we  come 
to  the  lowest  stripe,  in  which  the  real  action — the  deification  of  Homer 
— is  depicted.  The  first  figures  on  the  left,  as  we  learn  from  the 
inscriptions  under  them,  are  Olxovfiivrj  (the  inhabited  world),  with  a 
modius  on  her  head  (as  a  Chthonic  deity?),  and  Xp6vo9  (time), 
standing  side  by  side  behind  the  throne  of  the  deified  poet.  Oikou- 
mene,  as  representative  of  the  human  race,  is  in  the  act  of  crowning 
him,  while  Chronos,  with  his  long,  swift  wings,  is  bearing  the  poet's 
works  in  his  hand  down  the  stream  of  ages.  Before  them  is  Ihe 
immortal  bard  himself,  enthroned,  with  a  sceptre  in  his  left  hand  and 
a  branch  or  roll  of  paper  in  the  right.  He  is  no  longer  *  the  blind  old 
man  of  Scio*s  rocky  isle,*  such  as  he  is  represented  in  busts,  but 
appears  in  all  the  pride  of  renewed  and  immortal  youth.  On  each  side 
of  him  crouch  two  small  figures  representing  the  Iliady  with  a  sword  or 
scroll,  and  the  Odyssey,  with  an  aplustre  (stern  of  a  ship).  On  his  foot- 
stool are  a  frog  and  a  mouse,  as  reminiscences  of  the  Batryomachia  (or 
*  Battle  of  the  Frogs  and  Mice ').  Immediately  in  front  of  Homer, 
and  turning  towards  him,  is  Mythos  (fable),  whose  boyish  form  is  in- 
dicative of  the  childlike  character  of  fable.  He  is  bearing  the  oinochae 
and  Clip,  in  the  capacity  of  hierodule  (.sacrificial  attendant).  To  the 
right,  again,  is  the  flaming  altar,  behind  which  stands  the  victim,  a 
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Carian  ox,  with  the  hump  peculiar  to  the  breed.  Next  to  the  altar, 
on  the  right  of  the  spectator,  stands  History,  of  which  Homer  was  the 
source,  casting  incense  into  the  fire.  Then  follow  Epic  Poetry,  hold- 
ing a  torch  in  each  upraised  hand  ;  then  Tragedy  and  Comedy,  the 
germs  of  which  lie  in  the  works  of  Homer.  The  former  of  these  is 
distinguished  by  superior  height  and  more  dignified  carriage  and 
dress,  and  especially  by  the  lofty  07/coy — the  bushy  topknot  of  hair 
on  the  head,  intended  to  give  height  to  the  brow.  This  first  and 
chief  group  of  adorers  is  separated  from  the  succeeding  one  by  a 
small  figure,  apparently  female,  representing  <I>i5<r4y,  the  native  genius 
of  the  Poet.  The  four  figures  crowded  together  on  the  extreme  right, 
to  balance  the  close  arrangement  on  the  extreme  left,  are 'A/? €t 77 
(manliness,  virtue),  who  raises  her  face  and  hand  in  enthusiastic  adora- 
tion ;  Mj/?;^^;  (memory),  with  her  hand  to  her  mouth  ;  IT /o-rty 
(faith),  the  tall  figure  behind  Aret^  ;  and  ^o<f>la  (wisdom),  meditat- 
ing, with  her  hand  under  her  chin.  The  figures  of  this  lower  scene, 
which  are  all  designated  by  their  inscribed  names,  are  closed  in  by  a 
curtain  as  background  to  the  scene. 

We  have  still  to  notice  t/te  tall  figure  on  the  pedestal  dX  the  right 
end  of  the  third  stripe,  who  appears  to  be  utterly  unconnected 
with  the  rest.  He  is  in  the  garb  of  a  known  Philosopher  Poet,  or, 
generally,  friend  of  the  Muses,  by  whom  he  is  surrounded,  and  he 
holds  a  roll  of  paper  in  his  hand.  Gothe  rightly  regarded  it  as  the 
Victor-statue  of  the  offerer  of  the  tablet,  who  for  some  work  in 
honour  of  Homer  has  received  the  Tripod  as  a  prize. 

Many  of  the  details  of  this  work  are  undoubtedly  very  beautiful, 
and  show  a  great  amount  of  study  and  care.  But  we  learn  from  it 
that  the  artists  of  this  period  allowed  themselves  entirely  to  disregard 
both  the  boundary  lines  by  which  the  different  arts  are  separated,  and 
the  essential  laws  of  the  Relief  style,  which  require  that  the  figures 
should  lie  between  two  parallel  planes.^  The  figures  themselves  are 
relieved  from  insipidity  by  a  close  imitation  of  older  types,  but  their 
action  is  often  spasmodic  and  unnatural,  and  the  repetition  of  the 
same  movement — as  in  the  four  parallel  uplifted  arms  in  the  lowest 


'  Vide  supra,  p.  59. 
R  R 
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stripe — produces  an  unpleasant,  monotonous  effect.  And  lastly,  the 
large  admixture  of  Allegory  removes  this  work  from  the  region  of 
the  true  ideal  into  that  of  didactic  illustration.  It  is  the  offspring  of 
reflexion,  not  of  artistic  imagination  ;  and  it  is  not  the  plastic  forms 
which  interest  us  so  much  as  the  meaning  they  are  intended  to 
convey. 
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CHAPTER   LI. 

EXTANT  WORKS  OF  GR^CO-ROMAN  PERIOD 

(CONTINUED). 

The  Apollo  Belvedere  (fig.  248).  This  most  universally  known  and 
most    popular    of   ancient  statues  -pic,  248. 

was  discovered  towards  the  end  of 
the  fifteenth  century  at  Capo 
d'Anzo  (Antium),  the  birthplace 
of  Caligula  and  Nero,  the  latter  of 
whom  loved  to  pose  as  the  repre- 
sentative of  the  *  fair-haired  *  and 
*  musical*  God.  The  missing  left 
hand  and  fingers  of  the  right  hand, 
with  the  all-important  attributes 
which  they  bore,  were  restored  in 
1532  by  Montorsoli,  a  pupil  of 
Michael  Angelo.  It  is  still  a  matter 
of  dispute  whether  the  marble  of 
this  statue  is  Greek  or  Italian. 

The  *  radiant  Pythian '  is  repre- 
sented marching  along  with  his  left 

arm  raised,  as  if  holding  aloft  some  '^^^  apollo  belvedere. 

object.  His  face  is  turned  in  the  direction  of  the  hand,  and  he  is 
gazing  with  a  bold,  proud,  and  triumphant  expression  into  the  far 
distance. 

The  first  appearance  of  this  beautiful  and  striking  work  of  art 
was  greeted  with  enthusiastic  joy,  and  in  all  succeeding  ages  its 
praises  have  been  sung  in  every  clime  and  language  of  the  civilised 
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world.     No  man,  however  cold,  has  viewed  it  without  emotion,  and  it 
excited    to  the  highest   pitch   the   glowing   artistic    feelings    of   the 
illustrious  Winckelmann  — feelings  which  found  vent  in  the    loftiest 
strains  of  ecstatic  eulogy.     *  The  statue  of  Apollo,'  he  says,  '  is   the 
highest  ideal  of  art  among  all  the  works  of  antiquity  which   have 
escaped  destruction.     The  artist  has  based  his  work  entirely  on  the 
Ideal,  and  has  employed  only  just  so  much  of  matter  in   its  con- 
struction as  was  necessary  to  carry  out  his  design  and  make  it  visible. 
This  Apollo  surpasses  all  other  images  of  the  God,  as  far  as  the  Apollo 
of  Homer  transcends  that  of  succeeding  poets.     He  is  exalted  above 
humanity,  and  his  bearing  speaks  of  the  grandeur  with  which  he  is 
filled.     An  eternal  spring,  like  that  of  the  blessed   Elysian   Fields, 
embathes  his  charming  manhood  of  ripe  maturity  combined  with  the 
loveliness  of  youth,  and  plays  with  soft  tenderness  over  the  proud 
structure  of  his  limbs.     Enter  in  spirit  into  the  realm  of  incorporeal 
beauty,  and  seek  to  be  the  creator  of  a  heavenly  nature,  to  invest  the 
spirit  with  supernatural  charms !     For  there  is  nothing  mortal  here, 
nothing  which  human  necessities  and  weaknesses  require.     No  veins 
or  sinews  heat  or  excite  this  form  ;  but  a  heavenly  spirit,  poured  out 
like  a  gentle  stream,  has  filled  the  sphere  in  which  this  figure  lives 
and  moves.' 

*  I  forget  all  else  as  I  gaze  on  this  miracle  of  art,  and  myself 
assume  a  lofty  attitude  to  contemplate  it  with  becoming  dignity. 
My  bosom  seems  to  expand  like  that  of  one  who  is  filled  with  the 
spirit  of  prophecy.  I  feel  myself  transported  to  Delos  and  the  Lycian 
groves,  graced  by  the  presence  of  Apollo ;  for  his  image  seems 
endowed  with  life  like  that  of  Pygmalion's  beauty.  Art  herself  must 
give  me  counsel  and  guide  my  hand  in  filling  up  this  first  sketch 
which  I  have  here  traced.  I  lay  the  idea  of  this  statue,  which  I  have 
endeavoured  to  clothe  in  words,  at  Apollo's  feet,  like  those  who  lay 
their  garlands  at  the  feet  of  the  Divinities  whom  they  fain  would 
crown,  but  whose  heads  they  cannot  reach.'  * 

It  is  well  for  us  to  learn  from  the  foregoing  rhapsody  the  utmost 


'  Winckelmann,  vol.  vi.  p.  222,  ed.  Eise-  Frenchman,  quoted  by  Ampere,  says  of  the 
lein.  It  must  have  been  after  reading  this  idol  of  Winckelmann,  ^ce  blaspheme  tTaifUcr 
overwrought    panegyric    that   some  bilious      rasscmble  un  raJis  ratissJ !^ 
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influence  which  a  work  of  art  can  exercise  upon  a  mind  at  the  same 
time  sensitive,  sympathetic,  and  instructed.  And  if  his  eulogy — for 
we  cannot  call  it  criticism — now  seems  to  us  unjustified  and  over- 
strained, we  should  remember  that  it  was  not  granted  to  Winckel- 
mann  to  see  what  we  see— that  le  mietix  est  toujours  tennemidu  bon — 
that  if  he  had  seen  the  full  and  perfect  exemplification  of  his  own 
prophetic  definition  of  the  essential  characteristic  of  Greek  art,  *  simple 
grandeur  and  sublime  repose,'  his  admiration  would  have  been  not 
chilled  but  moderated,  and  he  would  have  relegated  the  Vatican 
Apollo  to  a  somewhat  lower  rank. 

This  beautiful  and  famous  work  of  art  has  been  for  ages,  and  still 


Fig.  249. 


Fig.  250. 


HEAD   OF   APOLLO   BELVEDERE. 


THE   STEINHAUSER    HEAD. 


remains,  one  of  the  greatest  riddles  of  Archaeology  ;  and  in  discussing  it 
we  have  to  make  our  way  through  a  whole  thicket  of  difficult  and  thorny 
questions.  It  is  not  mentioned  in  ancient  literature,  and  we  know 
neither  its  aythor  nor  its  age.  Is  it  an  original  or  a  copy  ?  If  a  copy, 
was  the  original  of  bronze  or  marble  ?  Is  the  work  before  us  of  Greek 
or  Italian  marble }  And  above  all,  what  is  the  motif  {concetto)  ? 
What  is  the  action  in  which  the  God  is  engaged  ? 

To  all  these  questions  different  answers  are  still  given  by  equally 
competent  authorities. 

The  opinion  of  those  who  held  that  it  was  not  an  original  work  of 
the  Roman  period   was  sufficiently  justified  by  the  grandeur  of  the 
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design,  and  has  been  amply  confirmed  by  the  discovery  of  another  head 
of  Apollo,of  Greek  marble,  identical  in  design,  and  even  in  measurement, 
with  that  of  the  Vatican  statue.  This  work,  called  the  Steinhduser  head 
(fig.  250),  after  the  discoverer,  was  found,  a  few  years  ago,  in  a  mag^azine 
at  Rome,  and  is  now  at  Basle.  It  is  of  an  earlier  and  simpler  style 
than  tlu  Vatican  copy  (fig.  249),  is  far  more  Greek  in  tone,  and  shows 
a  fresher  and  purer  feeling  for  organic  structure.  It  may,  therefore, 
fairly  be  regarded  as  standing  nearer  to  the  common  original  of  both.' 
With  regard  to  the  material  of  that  original  we  have  the  concurrent 
opinions  of  an  illustrious  artist  and  an  illustrious  archaeologist — Ca- 
nova  and  Brunn  -  that  it  was  certainly  bronze  and  not  marble.  '  The 
Vatican  head,*  says  Brunn,*  *  is  a  bronze  work  even  in  marble,  and 
the  artist,  in  order  to  make  it  resemble  bronze  as  much  as  possible, 
changes  the  nature  of  marble  by  giving  it  an  artificial  polish,  and 
making  it  produce  its  effect  as  metal  does  by  a  glancing  surface  and 
reflected  and  refracted  lights  * 

But  by  far  the  greatest  interest  attaches  itself  to  the  question 
as  to  the  motif  of  the  statue.  It  is  quite  evident  that  the  God  is 
engaged  in  some  action  which  would  be  clear  to  us  if  the  hands 
had  not  been  mutilated.  According  to  the  earlier  opinion  which 
is  petrified  in  the  restoration  of  Montorsoli,'  the  great  *God  of 
the  silver  bow '  has  just  discharged  an  arrow  at  the  Python  }  (Ti- 
tyos }  or  the  Niobids  }\  and  is  watching  the  effect  with  satisfaction. 
Others  see  in  him  *  the  Bringer  of  the  plague,'  shooting  at  the  Greeks 
before  Troy  who  had  dishonoured  his  holy  prophet.^  These  inter- 
pretations, founded  on  the  restored  bow,  gradually  prevailed  until,  in 
i860,  attention  was  directed  by  Stephani  to  an  antique  bronze  statuette 
of  Apollo^  rather  less  than  two  feet  high,  in  St  Petersburg.  It  is 
probably  one  of  several  bronze  figures  discovered  at  Paramythia  (near 
Janina),  in  1792,  and  given  by  Veli  Pasha,  son  of  AH  Pasha,  to 
his  physician  Dr.  Frank.     After  passing  through   several   hands,  it 


*  Brunn  prefers  the  Vatican  head.  Vide  Montorsoli,  e  questi  nel  ristaurarla  come  la 
Verhandl.  dcr  Philologenversammlung  zu  veggiamo  tuttora  senza  meno  lasciosi  guidare 
VViirzburg^  1 868,  p.  90.  dall'  antico  attributo  del  turcasso.' — Kekul '», 

^  Kuns!lergeschichte^  i.  Annal,  d.  /.  1867. 

•  *La  ma  no  sinistra,  con  la  parte  d'arcoche  *  Horn. //.  i.  44. 

re^ije,  ncll' anno  1532  furistaurata  da  Agnolo  •  Stephani,  ApL^Io  Botdromios^  iS6c 
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came  into  the  collection  of  Count  Stroganoff  in  St.  Petersburg  (fig. 
251).  Its  resemblance  to  the  Vatican  Apollo  is  far  too  great  to  be 
accidental,  and  there  can  be  no  doubt  that  they  are  both  copies  of 
the  same  original  work.  The  ornamented  sandals  and  the  folds  of  the 
drapery  on  the  breast  are  identical  in  the  two  statues,  and  where  they 
differ  in  details  the  style  of  the  bronze  is  simpler  and  more  archaic. 
The  most  important  feature,  however,  is  the  left  hand,  which  is  pre- 
served in  the  bronze,  and  holds,  not  a  bow,  but  an  elastic  substance, 

the  bottom  part  of  which  is  broken  off,  and  ^ 

^  '  Fic.  251. 

which  Stephani  takes  to  be  the  cegis  (fig. 
251,  a).  Basing  his  arguments  on  this 
discovery,  Preller  first  suggested  that  the 
Apollo  Belvedere  might  be  brought  into 
connexion  with  the  defeat  of  the  Gauls  at 
Delphi  in  279  B.C.,  on  which  occasion 
several  statues — two  Apollos,  an  Athene, 
and  an  Artemis — were  offered  in  the  Temple 
of  Apollo  at  that  place.* 

The  reader  will  remember  that  in  this 
year  a  body  of  Gauls  who  had  settled  in 
Pannonia  (Hungary)  broke  into  Greece 
under  Brennus.  After  ravaging  Macedonia, 
they  marched  through  Thessaly  to  Ther- 
mopylae, which  once  more  became  the  scene 
of  heroic  patriotism  and  infamous  treachery. 

_  TT  1  111  /-I  '^^^  STROGANOFF  APOLLO. 

Some  Heracleots  played    the  part    of  the 

foul  villain  Ephialtes  in  the  old  Persian  days,  and  led  the  Gauls 
into  the  country  by  the  mountain  pass  of  Anopaea.  In  this  emer- 
gency, says  Pausanias,^  using  almost  the  very  words  of  Herodotus,' 
*  the  Delphians  applied  to  the  Oracle  for  counsel,  and  asked  whether 
they  should  carry  away  the  property  of  the  temple.*  *  I  myself,'  the  God 
replied,  *and  the  White  Maidens  (Athen^  and  Artemis)  will  take  care 
of  that/  Encouraged  by  this  promise  of  assistance,  4,000  Greeks 
stood  ready  to  defend  the  temple,  but  their  presence  was  superfluous. 


'  Pausan.  x.  15.  2.  '  x.  23.  •  viii.  36. 
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During  the  battle  which  ensued  the  God  came  through  the  roof  of 
his  temple  in  supernatural  youthful  beauty,  and  the  White  Maidens 
came  forth  from  their  respective  sanctuaries  at  Delphi  to  drive  back 
the  sacrilegious  barbarians.  A  mighty  heaven-sent  tempest  arose, 
and  rocks  from  the  heights  of  Parnassus  fell  on  the  heads  of  the  be- 
wildered Gauls.  The  twanging,  bow  of  Artemis,  the  clashing  shield 
and  spear  of  Athene,  were  heard  above  the  din  of  storm  and  battle, 
and  the  grim  flash  of  the  awful  Gorgoneion  on  the  aegis  of  Apollo  was 
seen  through  the  mists  and  clouds.  The  spectres  of  departed  heroes 
appeared  and  mingled  in  the  fray ;  the  earth  shook  beneath  the  feet 
of  the  astounded  Gauls,  who  fled  in  dismay,  and  fell  an  easy  prey  to 
the  pursuing  Greeks. 

The  Apollo  Belvedere,  therefore,  may  represent  the  God,  as  with 
the  proud  consciousness  of  invincibility  he  holds  up  the  aegis,  and  marks 
with  a  mingled  expression  of  scorn  and  satisfaction  its  terrible  effect 
on  the  ranks  of  the  Gauls.  It  will  naturally  be  asked  how  Apollo 
came  by  the  a^gis,  which  is  not  his  proper  attribute  }  There  is  a  pre- 
cedent even  for  this  in  a  passage  in  the  Iliad,*  which  records  how 
Zeus  entrusted  his  son  with  the  dreaded  instrument  of  his  wrath : 

Take  thou  and  wave  on  high  the  tasselled  shield, 
The  Grecian  warriors  daunting. 

And  again, *^ 

When  he  (Phoibus)  turned  its  flash 
Full  on  the  faces  of  the  astonished  Greeks, 
And  shouted  loud,  their  spirits  within  them  quailed.* 

It  was  therefore  quite  open  to  the  artist  to  represent  Apollo  in  his 
character  of  Boedromios  (the  helper)  with  the  segis  of  Zeus  ;  and  the 
aspect  of  the  Vatican  statue,  the  .self-reliant  serenely  contemptuous 
look,  suits  well  the  bearer  of  an  irresistible  weapon. 

This  so-called  *  Gallic  theory'*  is  rendered  the  more  probable  and 
interesting  by  the  fact  of  our  possessing  two  statues,  cognate  in  spirit 

*  XV.  229  :  *AX\et  ah  7*  Iv  X'^^9^^^^  \afi^  Thick  flew  the  shafts,  and  fast  the  people  fell 
«7^/x»  i}..^^«..a<^^/.u  On  either  side  ;  but  when  he  turned  its  flash 
alylSa  Ovatwdiinray.  ^^^^  j^  ^^^  ^^^  ^f  ^^^  astonUhed  Greeks. 

XV.  315.  And  shouted  loud,  their  spirits  within  them  quailed, 

*  Lord  Derby's  translation,  XV.  372  : —  Their  fiery  courage  borne  in  mind  no  more. 

While  Phoebus  motionless  nis  «gis  held.  *  Vid.  Overbeck,  Gt:sc/i,  d,  Plaslik, 
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and  treatment,  of  the  White  Maidens — Artemis  and  Athend — in  the 
famous  *  Diane  a  la  Biche'  at  the  Louvre,  and  the  *  AtlUne  with  spear 
and  shield^  rushing  to  the  attack,  in  the  Capitoline  Museum  at  Rome. 

There  is  still  another  way  of  explaining  the  attitude  and  bearing 
of  the  Vatican  Apollo,  which,  although  not  so  popular  as  the  fore- 
going, has  received  the  support  of  very  great  authorities.  Botticher, 
Feuerbach,  and  Brunn  are  in  the  main  agreed  that  we  have  before  us 
an  Apollo  KaOdpa-ios  (the  purifier),  w/io  is  in  the  act  of  cleansing 
Orestes  from  the  guilt  of  matricide^  and  driving  the  avenging  Furies 
from  his  temple.  On  the  tree  which  supports  the  Vatican  figure  are 
traces  of  an  object,  supposed  to  be  the  arififj^a  SeX^tKoVy  which  was 
composed  of  bushy  tufts  of  Delphian  laurel  bound  with  threads  of 
red  wool  into  a  series  of  knots,  and  having  at  each  end  a  tassel 
{(TiXXvfios).  Of  such  a  woollen  web— the  old  sign  of  consecration 
— ten  knots y  a  tassel ^  and  two  of  tlie  laurel  leaves  remain  on  the 
marble  tree.  It  is  supposed  that  the  original  fingers  of  the  right 
hand  held  one  end  of  this  instrument  of  purification,  while  the  left 
hand  held  the  bow.  The  God  would  then  appear  in  the  double  capacity 
of  Purifier  and  Saviour,  illustrating  the  famous  scene  in  the  Eume- 
nides  of  ^schylus,  in  which  Orestes  is  acquitted. 

The  indiscriminating  and  extravagant  praise  of  its  earlier  admirers 
has  led  in  recent  times  to  an  equally  unwarranted  depreciation  of  this 
splendid  work  of  art.  In  such  a  case  it  is,  indeed,  difficult  to  be  just. 
In  trying  to  be  so  we  must  remember  that  the  design  and  the  style 
are  of  different  periods.  It  is  the  work  of  one  of  those  genial  eclectic 
copyists  of  the  renaissance  of  Greek  art  in  Rome,  who,  having  chosen 
his  model  from  among  the  older  types,  was  not  satisfied  with  merely 
reproducing  it.  He  has  evidently  tried  to  invest  it  with  the  charm 
of  novelty  by  substituting  for  its  grand  simplicity — which  is  partly 
preserved  in  the  Steinhauser  hqad — the  ultra-refinement  and  polished 
elegance  which  suited  the  taste  of  his  own  times. 

The  technical  execution  of  the  Belvedere  Apollo  shows  a 
master's  hand.  The  artist  was  evidently  in  possession  of  all  the 
knowledge  and  all  the  skill  which  had  been  accumulated  in  past 
ages.  We  see  Lysippus  in  the  form  and  Praxiteles  In  the  face. 
The  noble   limbs   are    moulded    with   the  ease   and  freedom  which 
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are  the  result  of  perfect  mastery,  and  the  proud  and  beautiful 
face,  from  which  the  Muses  drew  their  inspiration,  gleams  with 
expression  as  he  moves  along  in  graceful  majesty,  bathed  in  the 
purple  light  of  eternal  youth.  And  yet  the  dainty  beauty  of  the 
Apollo  Belvedere  does  not  stir  the  deepest  springs  of  emotion  in 
those  who  have  the  finest  feeling  for  the  highest  forms  of  Greek  art. 
Like  that  of  some  startling  theatrical  representation,  the  first  effect  of 
the  Vatican  Apollo  is  the  strongest ;  whereas  it  is  characteristic  of  the 
Fig.  252.  greatest  works,—  the  Theseus  of  the 

Parthenon, — the  Niobe, — the  De- 
meter  of  Cnidos, — that  the  oftener 
and  longer  we  gaze,  the  greater  the 
attraction  which  they  exercise  upon 
us,  the  purer  and  more  exalted  the 
feelings  which  they  rouse  within  our 
breasts.  We  find  a  difficulty  in 
regarding  the  Vatican  Apollo  as  the 
object  of  worship  ;  for  that  it  is  too 
ornate.  It  is  rather  like  the  embo- 
diment of  the  day-dreams  of  a 
powerful,  bright,  but  somewhat 
luxurious,  imagination,  which  is 
not  satisfied  with  the  majesty  of 
nature,  the  awful  dignity  of  the 
Godhead,  but  must  invest  its  idol 
DIANE  X  LA  BicHE.  ^j^.}^  the  cxtcmal  trappings  of  some 

Prince  of  a  fairy  tale.     Such  an  image,  if  worshipped  at  all,  could 
only  be  the  favourite  divinity  of  an  elegant  and  sumptuous  court 

The  Artemis  of  Versailles,  generally  known  under  the  name  of 
the  *  Diane  it  la  Biche'  {fig,  252),  has  been  in  France  since  the  time  of 
Henry  IV.,  and  was  for  a  long  time  at  Versailles.  It  now  forms  one 
of  the  chief  ornaments  of  the  Louvre.  The  left  hand,  with  the  bow, 
is  a  restoration.  The  form  of  the  Goddess,  though  light,  and  even 
elegant,  gives  the  impression  of  great  strength  and  activity.  She  is 
dressed  in  the  short  tucked-up  chiton  suited  to  the  huntress — 
Nuda  genu  nodoque  sinus  collecta  fluentes— 
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and  wears  the  regal  stepliani  on  her  head.  Her  feet  are  clad  in 
highly  ornamented  sandals,  similar  to  those  of  the  Vatican  Apollo. 
She  is  advancing  at  a  rapid  pace,  as  if  to  meet  some  pressing 
emergency,  holding  her  bow  in  her  left  hand,  and  gazing  intently  on 
some  distant  object,  while  with  her  right  hand  she  draws  forth  an 
arrow  from  her  quiver.  By  her  side  springs  her  favourite  hindy  which, 
in  spite  of  its  sex,  is  Itorned  (s\a<f>09  Kepoea-a-a).  The  expression  of 
her  face,  as  becomes  the  virgin  huntress,  is  earnest  and  even  cold. 

The  striking  resemblance  of  this  figure  to  the  Vatican  Apollo  has 
long  been  observed,  but  only  recently  accounted  for.  They  are 
evidently  conceived  in  the  same  spirit,  and  correspond  in  general 
design  and  treatment,  in  their  proportions,  and  in  minor  details— e.g. 
the  richly  adorned  sandals — to  such  a  degree  as  to  justify  us  in  referring 
them  not  only  to  the  same  period  and  school,  but  even  to  the  same 
group.     She  is  the  very  counterpart  of  her  brother  in  the  Vatican  : 

At  Triviae  lenis  species  et  multus  in  ore 
Frater  erat,  Phoebique  genas  et  lumina  Phoebi 
Esse  putes,  solusque  dabat  discrimina  sexus.* 

Were  it  not  for  the  almost  certain  connexion  between  the  two 
statues,  we  might  be  inclined  to  abide  by  the  earlier  interpretation, 
and  regard  the  Versailles  Artemis  as  the  ideal  Huntress,  the  embodi- 
ment of  the  love  of  the  chase.  Viewed  in  this  light,  the  figure  would 
have  no  mythological  signification,  but  would  be  merely  an  example 
of  very  exalted  genre.  She  is  thus  represented  in  tlie  pleasing  statue 
in  the  Hall  of  tlie  Biga  in  the  Vatican^  where  she  is  discharging  an 
arrow.  But  if  the  Apollo  Belvedere  is  flashing  destruction  on  the 
Gauls  from  the  heights  of  Delphi  with  his  Father's  aegis,  then  we 
may  fairly  look  on  the  Diane  k  la  Biche  as  a  copy  of  the  statue  of 
Artemis,'  dedicated  at  Delphi  by  the  ^tolians  after  the  repulse  of 
the  Gauls.  She  would  then  be  one  of  the  *  White  Maidens,'  rush- 
ing from  her  sanctuary  to  aid  her  brother  in  the  defence  of  the  sacred 
hill  of  Pytho,  *  renowned  for  golden  prophecy.' ' 


*  Claudian,  de  Kaptu  Froserp.  ii.  27.  xp^^^^  K\vT6fiavri  TljBoi.     Conf.   Horn.   //. 
'  Pausan.  x.  15.  2.                                             ix.  405. 

•  Pind.    Fragm,  Prosed,  v.   ed.    Dissen : 
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The  Athene  of  the  Capitol  (fig.  253)  at  Rome  is  supposed,  with  less 
reason  perhaps,  to  be  the  third  member  in  the  group  of  Delphian 
offerings,  and  to  be  the  pendant  to  the  Artemis  described  above.  Ac- 
cording to  this  theory,  the  two  Goddesses— the  one  with  bow  and 
quiver,  the  other  with  lance  and  shield— are  hurriedly  advancing  from 
opposite  sides,  as  if  for  some  common  purpose.  The  head  of  the 
Athene  is  unfortunately  lost,  but  her  whole  bearing  speaks  of  the 
martial 'vigour,  the  eager  delight*  in  battle  with  which  the  Ath^n^  of 
Fig.  253.  Homer  leads  her  darling  Greeks  into 

the  fray.  The  eagerness  and  haste 
displayed  by  the  maiden  Goddesses 
form  a  striking  contrast  with  the 
calm,  majestic  attitude  of  the  central 
figure  of  Apollo,  with  whom,  as  they 
advance  on  either  side  of  him  from 
opposite  directions,  they  would  cer- 
tainly form  a  harmonious  and  rhyth- 
mical group.* 

Ariadne  in  the  Vatican  (fig.  254). 
The  jtuftif  of  this  statue  was  taken 
from  a  painting  in  the  theatre  of 
Bacchus,  in  Athens,  in  which  Theseus 
was  represented  as  mounting  his 
bark  to  depart,  while  the  head  of  the 
thiasos  of  Dionysus  is  just  appearing 
in  the  background.  The  statue  pro- 
AiHENE  OF  THE  CAPITOL.  ^ably   formcd   part    of  a   group,   of 

which  the  best  idea  may  be  gained  from  a  relief  close  by  it  in  the 
Gallcria  delle  Statue,  No.  416.  The  beautiful  heroine's  dreams  are 
not  peaceful,  and  her  restlessness  is  expressed  in  the  tumbled  dra- 
pery. The  treatment  is  pictorial,  and  there  is  a  want  of  clearness 
in  many  of  the  details  of  the  dress,  which  seems  to  arise  from  a 
too  close  adherence  to  the  painted  original.      It  is  difficult  to  dis- 


Fried.  lyattst.  p.  383. 
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tinguish  between  chiton  and  himation,  just  above  the  feet,  which 
in  the  painting  would  be  easy  enough.  A  replica  of  this  statue  will 
be  found  in  the  Palazzo  Pitti  at  Florence. 

Fig.  254. 


ARIADNE  SLEEPING. 
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CHAPTER   LII. 
PASITELES  AND  HIS   SCHOOL. 

Pasiteles  was  a  native  of  Magna  GrcEcia,*  but  he  acquired  the 
Roman  citizenship  very  early  in  life,  probably  in  the  year  ^g  B.C.,  after 
the  Social  War.  Pliny  says  that  he  lived  about  the  time  of  Pompey 
the  Greatj^and  he  was  still  in  activity  as  late  as  the  year  30  RC,  when 
the  Portico  of  Metellus  was  rebuilt  and  received  the  name  of  Octavia. 
For  the  Templeof  Jupiter  and  Juno  in  thisbuilding  he  was  commissioned 
to  make  an  Ivory  statue  of  Jupiter^  which  would  alone  suffice  to  show 
the  high  estimation  in  which  he  was  held.  His  contemporary,  the 
learned  Varro,'  speaks  of  him  with  great  praise,  and  says  that  he  was 

*  excellent  in  all  things  *  which  he  undertook.  Pliny,  too,  speaks  of 
him  as  an  admirable  writer,  saying  that  he  had  composed  *  five  volumes 
on  the  chief  works  of  art  throughout  the  world.'  *  We  learn  from 
Varro   something   of    the   manner  in   which   he   exercised   his   art. 

*  Pasiteles,'  he  says,  *  called  modelling  in  clay  (plastice)  the  mother  of 
metal-chasing  or  toreutics  {ccelatura),  statuary  and  sculpture,  and  never 
executed  any  work  without  first  forming  it  in  clay.'® 

It  is  evident  from  the  favourable  testimony  of  his  contemporaries 
Varro  and  Cicero  that  Pasiteles  developed  in  the  region  of  art  the 
sound  enlightened  judgment,  the  pure  and  correct  taste,  which  distin- 
guish the  literature  of  the  Augustan  age.  He  had  the  insight  and 
the  wisdom  to  recognise  the  incapacity  of  his  generation  for  original 
creation,  and  endeavoured  to  found  his  school  on  the  groundwork  of 
a  deep  study,  and  a  close  but  not  servile  imitation,  of  the  works  of 


»  Plin.  N.  H.  XXX vi.  40.  «  Ap.  Plin.  A".  H.  xxxv.  156. 

«  Ibid,  xxxiii.  154.  '^  N.  H.  xxxvi.  39.       *  Ibid.  xxxv.  156. 
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the  greatest  masters  of  Greek  art.  In  this  respect  he  followed  the 
example  of  the  great  writers  of  the  period,  Cicero  and  Horace,  who 
recommend  for  the  study  of  youth  the  orators  and  poets  of  the  golden 
age  of  Greek  Literature,  and  not  the  showy,  brilliant,  but  turgid  rhe- 
toricians and  sophists  of  the  Alexandrian  f)eriod,  or  even  the  earlier 
writers  of  their  own  country. 

Besides  the  ivory  statue  mentioned  above,  Pasiteles  executed  a 
silver  figure  o{  the  'learned'  Roscius  as  a  boy,  sleeping  in  the  folds  of 
a  serpent,  according  to    the    legend.*      The  fig.  255. 

careful  industry  which  is  recorded  of  him  as 


one  of  his  chief  characteristics  is  attested  by  ^y 

another  story,  that  when  he  was  studying  and 
copying  a  lion  in  a  menagerie,  he  nearly  fell 
a  prey  to  an  escaped  panther.^ 

We  have,  unfortunately,  no  work  which 
we  can  with  any  certainty  attribute  to  Pasi- 
teles, and  he  is  chiefly  celebrated  as  founder  of 
a  school.  There  are,  however,  several  works 
whose  style  and  character  lead  to  the  conclu- 
sion that  they  are  productions  of  his  pupils 
and  imitators.     Among  these  is  the  so-called 

' Esquiline  Venus'  (fig.  255),  brought  to 
light  a  few  years  ago  by  the  excavations  on 
the  Esquiline  Hill,  and  now  in  the  Conser- 
vatori  Palace  on  the  Capitol  at  Rome.^  The 
figure    is    nude,  and    the  drapery   has   been 

,  ,  ^  _  ,  -         THE    *RSQU1  LINE   VENUS.' 

dropped  on  to  a  vase  of  peculiar  shape,  round 

which  a  serpent  is  entwined.  The  hair,  in  imitation  of  the  archaic  style, 
is  arranged  in  small  corkscrew  curls  over  the  forehead,  and  the  back 
of  the  head  is  bound  d  la  Sappho,  with  three  bands  of  four  threads  each. 
Both  arms  are  wanting,  but  there  are  remains  of  the  left  hand  on  the 
head,  and  both  hands  appear  to  have  been  engaged  in  binding  the 
hair  at  the  back  of  her  head.     The  form  of  the  back  is  singular,  and 


'  Cicero,  de  Divinat.  i.  36,  79.  'Thi  Painter's  Model^^  by  Mr.  AlmaTadema, 

«  Pin.  N,  H,  xxxvi.  39.  in  which  the  painter  has  improved  on  the 

'  This  figure  is  familiar  to  the    English  sculptor, 
public  in   the  very  beautiful  picture   called 
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the  upper  part  of  the  body  from  the  waist  is  too  short.  The  bosom 
is  large  and  full,  and  the  breasts  very  far  apart.  It  is  altogether  too 
realistic  and  too  individual  to  deserve  the  name  of  a  Venus  or  the 
extravagant  laudation  which  greeted  its  first  discovery.  It  is  much 
more  probably  the  very  faithful  portrait-statue  of  some  real  person. 

The  connexion  of  the  foregoing  with  Pasiteles  or  his  school  is 
purely  conjectural,  but  there  is  a  statue  which  bears  on  it  the 
name  of 

Stephanos,  who  is  expressly  called  the  pupil  of  Pasiteles.*  This 
is  a  nude  athletic  figure  in  the  Villa  Albani,  at  Rome,  well  known 
under  the  name  of 

Orestes,  This  figure  affords  a  good  example  of  the  tendency  to 
imitate  the  antique,  of  which  we  have  spoken  above ;  but  in  this 
instance  the  artist  has  not  had  sufficient  original  power  to  give  fresh- 
ness and  novelty  to  his  work.  All  the  more  prominent  character- 
istics of  the  archaic  style,  as  seen  in  the  Apollo  of  Tenea,  are  carefully 
reproduced — the  small  narrow  head,  the  angular  shoulders,  the  high- 
arched  *  pigeon-breast,*  the  hollow  back,  the  soles  of  the  feet  flat 
on  the  ground,  the  wide  mouth,  long  chin,  and  unmeaning  ex- 
pression. All  that  a  mechanical  copyist  could  do  has  been  done  ; 
but  he  has  failed  to  reproduce  the  naivete  of  the  genuine  archaic 
manner,  which  is  pleasing  even  to  those  who  are  accustomed  to  the 
productions  of  the  freest  and  most  perfect  art. 

There  is  a  torso  of  great  beauty  in  Berlin,  whidi  has  been  proved  by 
measurement  to  be  a  copy,  and  a  very  superior  one,  of  the  same  original 
from  which  the  Orestes  of  the  Villa  Albani  was  taken.  Other  repeti- 
tions of  this  figure  have  been  found,  of  which  the  most  noteworthy  is 
a  bronze  'Apollo',  discovered  in  the  Casa  del  Citaredo  at  Pompeii, 
and  now  at  Naples.*  In  all  of  them  *  Orestes  '  is  represented  with  his 
right  hand  raised  as  if  in  the  act  of  speaking,  which  is  singular,  as  he 
is  alone.  It  has  been  thought  probable,  therefore,  that  this  figure 
has  been  selected  from  a  group,  as  was  often  done,  especially  as  we 
have  at  least  two  groups  in  which  the  same  figure  occurs,  one  of  them 


'  Corp.  Tnscr.  Gr.  No.  6169.  copies  conf.   Overbeck,    Ges.  d,   Plastik^    ii. 

^  Annal.  d.  Imt.  1 865,  p.  55.     For  other       343. 
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by  a  member  of  Pasiteles'  school.  The  best  known  and  most  interest- 
ing of  these  is  the 

*  Orestes  and  Electra  *  (fig.  256),  in  the  Villa  Albani,  by  Menelaus, 
a  pupil  of  Stephanos.  We  have  adopted  the  interpretation  of  Winckel- 
mann,  which  is  powerfully  supported  by  Welcker  and  Friederichs/ 
according  to  which  the  meeting  of  the  P^^,   ^^ 

brother  and  sister  after  the  murder 
of  Agamemnon  is  here  represented. 
It  has  been  objected  that  the  whole 
tone  of  the  group  is  too  calm  and 
unimpassioned  to  suit  the  circum- 
stances. Yet  there  are  lines  in  Euri- 
pides which  show  that  Electra's 
rising  joy  is  checked  by  doubt  and 
fear,  and  her  trembling  joy  expressed 
in  the  pathetic  cry, 

soon  followed  by  the  touching  ap- 
peal— 

€K€7vos  ct  (TV  ; 

And  art  thou  he  indeed  ? 

-        ,    ,   .  .     .      ,  ORESTES  AND   ELECTRA, 

And  his  rejoinder — 

might  be  not  unworthily  pourtrayed  in  the  Albani  group.  It  must 
be  allowed,  however,  that  there  are  some  objections  to  this  view. 
The  ver>'  singular  fact  that  Electra  is  represented  a  head  taller 
than  her  brother  is  one  of  these,  which  some  connect  with  the  well- 
known  motherly  relation  in  which  she  stood  to  Orestes,  whom  she 
had  reared,  and  the  fact  that  she  originated  the  plot  against  Cly- 
temnestra.  Other  writers  see  in  them  Theseus  and  ^thra  ;  others 
Penelope  and  Telemachus.     The  most  plausible  deviation  from  the 


*  Fricderichs*  Baust.  p.  427.  «  Eur.  EUctray  v.  578. 
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KiG.  257. 


general  view  is  that  of  O.  Jahn,^  who  calls  the  group  Merope  and 
JEpytus,  The  myth  is  well  known.  Merope,  the  wife  of  Cresphontes, 
king  of  Messene,  who  was  murdered  by  Polyphontes,  was  the  mother 
of  iEpytus.  She  was  forced  into  a  marriage  with  the  usurper,  but 
managed  to  send  her  son  into  -^tolia.  On  arriving  at  the  age  of 
puberty  -^pytus  comes  to  the  court  of  Polyphontes,  where  he  gives 
out  that  he  has  murdered  .^pytus  according  to  the  suggestions  of  the 

usurper,  who  therefore  receives  him 
joyfully.  Merope,  on  the  other  hand, 
determines  to  avenge  her  son  on  the 
unknown  stranger,  and  is  only  pre- 
vented by  the  pedagogue  who  recog- 
nises ^pytus.  A  joyful  meeting  fol- 
lows between  mother  and  son,  which, 
according  to  O.  Jahn,  is  here  repre- 
sented. This  interpretation,  though 
accounting  for  the  relative  size  of 
the  persons,  has  to  contend  with  many 
difficulties,  the  chief  of  which  is  that 
the  son  is  far  more  demonstrative 
in  the  expression  of  his  feelings  than 
the  mother,  which  suits  ill  with  the 
very  exciting  circumstances  in  which 
she  is  placed. 

However  much  we  may  differ  in 
our  views  concerning  the  motif  of 
this  interesting  work,  no  one  can  remain  insensible  to  the  beauty 
of  the  figures  themselves,  and  the  charm  thrown  around  them  by  the 
mild  joy  and  tender  affection  expressed  in  their  attitudes  and  looks. 

The  second  group,  in  which  the  same  figure  of  Orestes  occurs, 
is  the  well-known  ^Orestes  and  Electra'  (fig.  257),  in  Naples.  The 
male  figure  corresponds  even  more  exactly  with  the  statue  of  Ste- 
phanos, both  in  the  position  of  the  left  arm  and  in  its  entire  nudity, 
in  which  it  differs  from   its  counterpart  in  the  Villa  Albani.     The 


ORESTES  AND   ELECTRA. 


'  Archaeol.  Zeit.  1 854,  p.  233. 
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chief  merit  of  this  work  h'es  in  the  treatment  of  the  nude  form  of 
Orestes.  The  expression  in  the  faces,  on  the  other  hand,  is  un- 
pleasing,  and  in  this  point  they  are  very  inferior  to  the  work  of 
Menelaus  and  the  corresponding  group  in  Rome. 

To  the  same  school  of  Pasiteles  another  ver\'^  interesting  statue 
has  been  referred  by  high  authorities,*  viz. — 

The  Racing  G^/r/,  which  Clement  XIV.  (A.D.  1 769-1 775)  bought 
of  the  Barberini  family  and  placed  in  the  Vatican.  The  right  arm  is 
restored,  and  not  rightly,  for  it  is  made  to  express  surprise,  which  is 
unsuited  to  the  occasion.*  The  head  bears  a  very  striking  resem- 
blance to  that  of  Orestes  in  the  foregoing  groups.  In  this  naive  and 
charming  figure  we  have  a  representation  of  one  of  the  young  virgins 
who  raced  at  Olympia  in  honour  of  Herd.  On  such  occasions  their 
hair  was  allowed  to  flow  loosely  down  the  back,  the  closely  fitting 
garment  reached  not  quite  as  far  as  the  knee,  and  the  right  shoulder  was 
left  bare  down  to  the  breast.  The  course  was  shortened  by  a  sixth  part 
for  their  convenience.  Those  that  conquered  were  crowned  with  olive 
leaves,  and  received  a  portion  of  thesox  sacrificed  to  Hdre.  They 
were  likewise  permitted  to  dedicate  pictures  of  themselves.^  It  will 
be  seen  at  a  glance  that  the  garb  and  hair  of  the  *  Racing  Girl  *  an- 
swer very  closely  to  the  description  of  Pausanias.  The  chief  difference 
is  that  the  tunic  is  much  shorter  in  the  statue,  and  is,  moreover,  open 
at  one  side,  after  the  Spartan  fashion, — modifications  which  a  sculptor 
would  naturally  adopt  in  the  interests  of  his  art.  The  tunic  is  gathered 
into  artificial  folds,  and  confined  by  a  very  broad  belt  or  sash  under 
the  waist,  which  makes  it  fit  more  closely  to  facilitate  her  running. 

She  is  represented  in  the  very  act  of  starting,  with  raised  foot, 
and  body  leaning  slightly  forward  ;  the  arms  should  be  held  straight 
down,  and  not  as  in  the  restoration.  The  position  of  her  head  shows 
that  her  attention  is  intently  fixed  on  the  task  before  her  ;  her  whole 
form  expresses  strength,  activity,  and  lightness ;  and  the  entire  absence 
of  self-consciousness  and  coquetry,  the  naYve  and  virginal  expression 
of  the  face,  lend  a  more  than  common  charm  to  this  simple  figure. 


'  Kekule,  &c.  Rep.  Lacon,  i.  4),  on  the  nude  exercises  of 

*  Frietlerichs*  Baust.  p.  1 10.  the  Spartan  maidens. 

*  Pausan.  V.  16.  3.     Conf.  Xenophon  {de 
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We  may  conclude  from  the  archaic  style  that  this  figure  is  a  copy — 
probably  from  a  bronze  original  by  an  artist  of  the  fifth  century  B.C. 
and  of  the  Peloponnesian  school. 

Arcesilaus, 

a  slave  {familiaris)  of  Lucullus,  and  a  contemporary  of  Pasi teles,  of 
whose  nationality  we  have  no  intimation,  was  chiefly  celebrated  for 
the  excellence  of  his  clay  models,  for  which,  we  are  told,  he  received  a 
higher  price  from  artists  themselves  than  other  sculptors  for  their 
finished  works.*  In  46  B.C.,  towards  the  end  of  his  life,  he  was 
employed  by  Julius  Caesar  to  make  the  temple-image  for  the  Temple 
of  Venus  Genetrix  in  his  new  Forum,  which  was  consecrated  by  the 
impatient  dictator  before  it  was  finished.  Lucullus  the  younger,  who 
was  killed  at  Philippi, .  commissioned  Arcesilaus  to  make  a  statue  of 
Felicitas  for  60,000  serterces  (450/.),  which  remained  unfinished  in 
consequence  of  the  death  of  both  parties  to  the  bargain.* 

Of  his  Venus  Genetrix  vit,  have  copies  both  in  statuar}''  and  on 
the  coins  of  Sabina,^  the  infamous  wife  of  Nero,  to  whom,  after  her 
death,  a  temple  was  dedicated,  bearing  the  inscription,  'Sabinse 
deae  Veneri  matronai  fecerunt'  The  Goddess  is  here  represented 
in  the  twofold  character  of  divine  ancestress  of  the  Julian  race,  and 
patroness  of  legitimate  and  conjugal  love.  She  is  accordingly 
moulded  in  fuller  and  more  matronly  proportions  than  usual.  She  is 
clothed  as  becomes  her  dignity;  but  as  it  would  be  unsuitable  to  the 
idea  of  Venus  to  conceal  her  beauty  altogether,  the  artist  has  com- 
promised the  matter  by  arraying  her  in  a  transparent  Coan  vest  cling- 
ing closely  to  her  form,  and  slipping  from  the  left  shoulder.*  With 
the  right  hand  the  Goddess  draws  a  veil  over  her  right  shoulder  a 
movement  full  of  charming  grace. 

Of  a  very  different  character  was  another  work  of  Arcesilaus  in 
the  collection  of  Varro.      This  was  a  humorous  group  (*  omnes  ex 


'  Pl'm.  A^.  //.  XXXV.  155:  « Cujus  proplas-  another  in  the  Villa  Albani  as  a   Nymph 

mata  pluris  venire solita artificibus  ipsis  quam  with  the  addition  of  an  urn! — Visconti,  P. 

aliorum  opera.*  *  Ibid,  156.  CI.  iii.  44. 

■  .Several  of  these  have  been  wrongly  re-  "•  Miiller,  Denkm.  d.  a.  K,  ii.  266. 

stored  :  one  in  the  gallery  at  Florence  (Goii,  *  Visconti  quotes  Apoll.  Rhod.   Argon,  i. 

Mus,   Fiorent,    Sta.    pi.   xvi.)   as   a   Muse,  v.  742. 
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uno  lapide')*  representing  a  number  of  Winged  Cupids  playing  with 
and  tormenting  a  Lioness^  which  they  hold  in  bonds,  and  compel  to 
drink  out  of  a  horn,  while  they  try  to  put  slippers  on  to  her  feet. 
The  contrast  between  the  mighty  form  of  the  queen  of  beasts  and  the 
mischievous,  sportive  boys  is  a  happy  one.  An  idea  of  Arcesilaus* 
work  may  be  formed  from  the  similar  but  nobler  motif  of  the  beautiful 
gem  of  Protarchus,^  in  Florence,  in  which  Eros  is  sitting  on  a  lion,  and 
soothing  it  by  the  strains  of  his  lyre.  Such  plastic  representations  are 
akin  to  the  Erotopcegnia  (love  sports,  amatory  poems)  of  the  Anacre- 
ontic school,  in  which  Eros  becomes  a  boy,  and  rides  all  sorts  of  wild 
animals  and  monsters — lions,  panthers,  boars,  centaurs,  hippocamps, 
dolphins,  dogs,  and  deer.  We  cannot  give  Arcesilaus  the  credit  of 
inventing  the  type  of  infant  cupids,  which  belongs  to  the  Alexandrian 
period,  but  he  appears  to  have  brought  them  into  new  and  effective 
combinations  in  a  very  pleasing  and  humorous  manner. 

Cognate  in  idea  and  sentiment,  as  representing  wild  brute  force 
under  the  softening  influence  of  gentler  feelings,  was  another  group  by 
Arcesilaus  in  the  possession  of  Asinius  Pollio,  viz.  Centaurs  ridden 
by  Nymphs?  of  which  some  of  the  wall  paintings  in  Pompeii  may  aid 
our  conception. 

COPONIUS. 

We  know  nothing  more  of  this  artist  than  that  he  was  employed 
to  execute  the  Statues  of  fourteen  nations  conquered  by  Pompey  the 
Great.  These  were  set  up  round  his  theatre  at  Rome,  and  gave  rise 
to  the  name  *  Porticus  ad  Nationes,  by  which  the  entrance  hall  was 
known.  With  these  figures  is  connected  the  curious  story  of  Suetonius. 
*  Nero,'  he  says,  *  who  before  the  murder  of  his  mother  was  never 
wont  to  dream,  saw  the  "  statues  of  the  nations"  in  a  vision,  surround- 
ing him  and  staying  his  progress.'  * 

Passing  over  a  doubtful  *  Decius,'  mentioned  by  Pliny,*  we  come 
to  a  more  important  name,  that  of 


*  Plin.  N.  H.  XXX vi.  41.  *  CalL  di  Fir.  Gem,  ii.  I.  •  Plin.  N,  H.  xxxvi.  l^, 

*  Sucton.  Nero^  46.  *  iV.  H.  xxxiv.  44.    Brunn,  ^.-C.  i.  692. 
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Zenodorus, 

renowned  for  the  fabrication  of  Colossi  of  enormous  magnitude.  One 
of  these,  ordered  by  the  State  of  the  Arverni  in  Gaul,  took  ten  years 
to  make,  and  cost  40,000,000  sesterces,  or  335,000/.^  Zenodorus  was 
subsequently  summoned  to  Rome  by  Nero  to  make  a  colossal  statiu 
of  tlie  tyrant  himself,  which  is  said  to  have  been  1 10  or  120^  feet  high, 
five  or  fifteen  feet  higher  than  the  Colossus  of  Rhodes.  It  was  set  up 
before  the  Golden  House  of  Nero,where  the  Temple  of  Venus  and  Roma 
was  subsequently  built ;  but  after  Nero*s  death  it  was  consecrated  to 
the  Sun-god  by  Vespasian.  In  Hadrian's  reign  the  architect  Decrianus 
removed  it  with  great  difficulty  {ingenti  molimine)  in  an  upright 
posture  by  the  help  of  twenty-four  elephants.'  The  head  of  this 
statue  was  taken  away  by  Commodus,  who  substituted  his  own.* 

This  statue  is  of  especial  importance  in  the  history  of  plastic  art, 
because  Pliny  tells  us  that  it  indicated  the  *  loss  of  the  art  of  casting 
bronze.*  *  We  admired,'  he  says,  *  in  the  artist's  studio  not  only  the  ex- 
cellent likeness  in  the  clay  model,  but  even  the  framework  of  very  small 
sticks  which  formed  the  first  foundation  of  the  work.'  But  he  adds, 
*  this  statue  proved  that  the  art  of  casting  bronze  was  lost,  although 
Nero  was  prepared  to  bestow  gold  and  silver '  (to  colour  it),  *  and 
Zenodorus  was  inferior  to  none  of  the  ancients  in  moulding  and 
chasing  metals.''*  It  is  rather  difficult  to  understand  what  part  of  the 
art  he  refers  to  as  lost^  for  bronze  was  not  only  cast  on  the  occasion  of 
which  he  speaks,  but  long  after  his  time.  He  refers,  perhaps,  to  some 
of  the  more  delicate  processes  and  the  finer  technique^  which,  like  good 
cooking,  are  not  to  be  learned  from  books,  or  ensured  by  mere 
attention  to  weight  and  measure.^  His  skill  in  the  toreutic  art  was 
shown  in  facsimiles  which  he  made  of  two  goblets  chased  by  the 
hand  of  Calamis  (the  caelator,  not  the  sculptor),  which  were  so  like 


*  According  to    the    reading  of  Urlichs,  drian  wished  to  have  a  similar  statue  as  an 
Chrest.  Plin.  p.  314.     Others  read  40o,cxx>  offering  to  the  moon. 

sesterces,  3,450/.,  which  seems  too  small  a  *  Herodian.  i.  1$.  9. 

sum.                         «  Sueton,  NerOy  31.  »  Plin.  JV,  H.  xxxiv.  46. 

*  J^\,  Spartian.   Hadriany  xix.  12.      Ha-  •  O.  Miiller,  Arch.  </.  KunsL  197,  sec. 
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the  originals  that  they  could  hardly  be  distinguished  from  them.  The 
goblets  of  Calamis  had  once  belonged  to  Germanicus  Caesar,  who 
gave  them  to  his  tutor  Cassius  Salanus.*     The  name  of 

Marcus  Cossutius  Cerdo,' 

who  probably  belongs  to  the  period  between  1 34-74  B.C.,  is  found  on 
two  statues  of  Satyrs ^  found  in  the  Civita  Lavigna  (Lanuvium),  south- 
east of  Rome,  near  the  Appian  Way,  and  now  in  the  British  Mu- 
seum.' 

These  are  two  exactly  similar  figures,  probaby  pendants,  employed 
for  decorative  purposes.  They  have  goat's  ears  and  small  horns,  but 
belong  to  the  more  refined  type  of  the  followers  of  Bacchus.  The  style 
is  correct  and  pleasing,  and  not  without  simple  grace.  There  are 
three  very  similar  statues  in  Dresden. 

Menophantus, 

to  whom  we  have  already  referred  above,  executed  a  Nude  Venus 
after  an  unknown  statue  in  the  Troad,  which  is  to  be  seen  at  Rome 
under  the  name  of  the  Chigi  Venus}  There  are  several  replicas  of 
this  figure,  which  is  a  modification  of  the  Aphrodite  of  Cnidos. 

Antiphanes,  Son  of  Thrasonidas  of  Paros, 

executed  a  Statue  of  Hermes^  which  was  found  in  the  same  district  of 
the  island  of  Melos  as  the  Venus  of  the  Louvre,  and  is  now  in  the 
Museum  at  Berlin.  It  is  carefully  and  neatly  executed,  but  has  no 
particular  interest  for  us,  except  as  a  specimen  of  the  work  of  this 
period. 

'   Plin.  N,  //.  xxxiv.  47.  '  Marbles  of  Brit.  A/us.  vol.  ii.  pi.  43. 

*  Corp.  Inscr.  Cr.  No.  5155.  *  Corp.  /user.  Cr.  No.  6165,  j/z/ra,  p.  589. 
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CHAPTER   LIII. 

REPRESENTATION    OF   ABSTRACT  IDEAS    AND 
HISTORICAL  EVENTS  IN  SCULPTURE. 

In  the  foregoing  history* we  have  observed  that  the  Romans  con- 
tributed but  little  to  the  number  or  variety  of  the  subjects  of  plastic 
art.  There  is,  however,  one  class  of  representations,  not  indeed  alto- 
gether unknown  to  earlier  periods,  but  alien  to  the  genius  and  charac- 
ter of  Greek  art,  which  found  great  favour  with  the  Romans,  viz.  the 
personification  of  abstract  ideas,  and  of  the  qualities,  moods,  and 
relations  of  men.  It  is  true  that  allegorical  figures  may  be  found, 
both  in  the  Poetry  and  Art  of  Greece — e.g.  Nike  (victory),  Hebe  (youth), 
Arete  (valour),  Eleut/ieria  (freedom),  Eunomia  (good  order),  Euthenia 
(prosperity),  Limos  (famine),  Motnos  (blame),  Eris  (contention), 
Phtlionos  (envy),  Paideia  (education),  Poina  (punishment),  CEstros 
(frenzy),  Palcestra  (arena).  Agon  (contest),  Polemos  (war),  Deimos  and 
P hobos  (terror  and  fear),  and  many  others.*  But  these  were,  for  the 
most  part,  the  constant  subordinate  attendants  on  some  superior  deity, 
or  those  who  had  received  their  apotheosis^  and  become  true  deities  in 
the  eyes  of  their  worshippers.  Tlie  Kairos  of  Lysippus,'  indeed,  was  an 
example  of  allegory  of  the  most  colourless  and  frigid  kind.  But  in 
general  the  Greek  representations  of  abstract  ideas  seem  to  us  more 
real  than  the  Honor^  Virtus^  Concordia,  Fides,  AEquitas,  Pudicitia, 
Victoria,  Spes,  Salus,  Libertas,  Pietas,  Harmonia,  and  Pax  of  the 
Romans,  who  assurped  the  character  of  di?tinct  ^nd  independent 
divinities.  Most  of  these  were  distinguished  solely  by  external  attri- 
butes, and  only  a  few,  such  as  Pallor  and  Pavor,  by  characteristic 
attitudes  or  expression  of  face. 

'  O.  Miiller,  Arch,  d,  K,  sec  406.  *  Vide  supra^  p.  481. 
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Analogous  to  these  is  another  large  class  of  figures  in  Roman  art, 
viz. — 

Tlu  Personifications  of  TownSy  CountrieSy  and  Peoples.  These,  too, 
were  known  in  the  best  period  of  Greek  art ;  for  we  are  told  that 
Panaenus,  brother  or  nephew  of  Pheidias,  painted  Hellas  and  Salamis, 
the  latter  with  a  beak  of  a  ship  as  attribute.  Euphranor  made  a 
statue  of  Hellas  crowned  by  Arete,  and  Eutychides  one  of  the  Tyche 
of  Antioch.*  In  the  period  of  the  Diadochi,  as  we  saw,  these  semi- 
allegorical  figures  were  grouped  with  the  portrait  statues  of  princes 
and  warriors.*  A  fresh  impulse  to  the  production  of  this  class  of 
statues  was  given  in  the  Roman  period  by  the  desire  of  exhibiting 
conquered  cities  and  nations  in  the  light  of  captives  to  the  Genius  of 
Rome.*  An  example  of  this  kind  is  seen  in  the  so-called  Porticus  ad 
Nationes  of  the  Theatre  of  Pompey,  of  which  we  have  no  certain  re- 
mains, but  of  which  the  well-known  and  highly  interesting  statue 
called  *  Thusnelda,'  or  *  Germania  devicta,'  in  the  Loggia  de*  Lanzi, 
at  Florence,  may  give  us  a  vivid  idea.  That  it  is  intended  for  a 
German  is  certain  not  only  from  the  characteristic  face  and  form, 
but  from  the  shape  of  the  shoes.  The  artist  of  the  Germania  devicta, 
whether  Coponius  or  another,  shows  a  full  sense  of  the  barbarian 
dignity  of  the  person  whom  he  represents,  and  a  manly  sympathy 
with  her  sorrows.  The  national  type,  which  is  exceedingly  well  ren- 
dered, is  evidently  copied  from  Gallic  statues  from  Pergamon,  of 
which  we  have  spoken  above.* 

*  Of  the  same  character  as  the  foregoing  statues  were  the 
Sixty  figures  of  Gallic  nations  in  relief  on  an  altar  at  Lugdunum 
(Lyons),  consecrated  to  the  deified  Augustus.*  Of  the  nature  of  this 
latter  work  we  may  gain  some  notion  from  extant  monuments; 
viz. — 

L  Tlu  fragment  of  a  relief  representing  tutelary  deities  of  Etru- 
rian citieSy  discovered  at  Caere  {Jtod.  Cervetri)  in  1840,  and  now  in 
the  Lateran  Museum  at  Rome.  The  preserved  slab  contains  the 
images  of  the  towns  of  Vetuloniay  Void,  a.nd  Tarquinii,     The  mutilated 


*   Vide  SUPra^  p.  492.  Incedunt  vict»  longo  ordiue  gentes. 

«  Vide  supray  pp.  90,  179,  and  360.        *  Vide  supray  p.  561. 
■  Virg.  JEh,  viii.  722-:—  *  Strabo,  iv.  p.  142. 
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state  of  the  figures  renders  the  interpretation  of  this  relief  extremely 
difficult,  and  a  great  variety  of  opinion  prevails  on  the  subject  The 
best  supported  theory  is  that  of  Canina,  who  thinks  that  the  fragment 
in  question  formed  one  side  of  the  Emperor  Claudius^  square  throney 
each  of  the  sides  of  which  contained  four  of  the  Twelve  Gods  of 
EtruriaJ 

II.  Tlu  Basis  of  Puteoli  (fig.  258),  in  which  we  have  a  copy  of  the 
reliefs  representing  towns  of  Asia  Minor  on  the  basis  of  a  statue  of 
Tiberius,  erected  to  commemorate  an  act  of  imperial  beneficence.      In 

Fig.  258. 


THE   BASIS  OF   PUTEOLI. 


the  year  17  A.D.,  we  are  told,  twelve  towns  of  Asia  Minor  vf^v^  destroyed 
by  an  earthquake.  A  short  time  afterwards  CibyrOy  in  Pamphyh'a  (in 
23  A.D.),  and  Ephesus  (between  23  and  30  A.D.)  met  with  the  same 
fate.  Tiberius  with  prompt  generosity,  or  calculating  policy,  came  to 
the  rescue  of  the  afflicted  townsmen,  and  the  cities,  newly  built  by 
his  aid,  erected  his  statue,  of  which  we  have  copies  on  his  coins,  in  the 
vicinity  of  the  Temple  of  Venus  Gcnetrix.  The  basis  of  this  statue 
— erected  A.D.  20,  before  the  destruction  of  Cibyra  and  Ephesus — was 
in  the  first  instance  adorned  with  reliefs  of  only  twelve  ruined  cities,  to 
which  those  of  Cibyra  and  Ephesus  were  subsequently  added.     This 


>  Lie  an/ik.  Bildw.  d.  LaUran.  Mus.  von       Canin.i,  Etruria  maiU.  I.  auf  dem  Titelblatt 
Benndorf  u.   Schone,    L^ipz.   1867.     Conf.       und  Tav.  ii.  p.*  28, 
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work  was  copied  on  a  smaller  scale,  and  in  high  relief,  by  the  Au- 
giistales  (municipal  knights)  of  Puteoli.  The  towns  represented  are 
Sardis  and  Magnesia^  on  the  front  of  the  basis,  to  the  left  and  right 
of  the  inscription  ;  then  Philadelphia^  Tntolos,  and  CynUy  Temnos, 
Cibyra^  Myrina^  Ephesus^  ApoUonidea,  Hyrcania,  and  Mostene,  The 
sex  of  the  figures  is  determined  by  the  gender  of  the  name  of  each 
town  ;  and  in  the  foreign  towns  an  attempt  is  made  to  represent  the 
national  type  both  in  feature  and  dress.  The  different  towns  are 
further  characterised  by  appropriate  symbols  and  attributes  ;   Tmolos, 

Fig.  258,  A. 


THE   BASIS  OF   PUTEOLI. 

for  example,  so  famous  for  its  vineyards,  being  represented   by  a 
thoroughly  Bacchanalian  figure  (fig.  258,  4). 

Representations  of  Historical  Persons  and 

Events. 

Both  in  its  earliest  and  its  best  periods  the  plastic  art  of  Greece 
was  so  intimately  and  exclusively  associated  with  religion  and 
mythology,  that  it  seldom  condescended  to  take  notice  of  the  events 
and  persons  of  contemporary  history.  Painting,  which  was  less  essen- 
tially religious  in  its  origin  and  character,  was  from  the  very  first 
frequently  engaged  in  illustrating  and  immortalising  the  more  im- 


Digitized  by 


Google 


636      ABSTRACT  IDEAS  AND  HISTORICAL  EVENTS 


portant  achievements  of  nations  and  individuals,  at  the  time  of  their 
occurrence.  We  read,  for  example,  of  pictures  of  the  battle  of  Mara- 
thon by  Micon  (or  Polygnotus)  as  existing  in  the  Poecile*  (jrrok 
iroiKiXrj^  or  painted  hall)  at  Athens,  braccatis  tllita  Persis.  Even 
trifling  incidents  in  the  battle  were  here  pourtrayed,  e.g.  the  honour- 
able part  taken  in  it  by  a  dog,  which  some  Athenian  took  with  him 
as  his  fellow  combatant* 

The  few  instances  in  which  historical  events  were  represented  by 
the  sculptor  at  an  early  period  were  of  a  nature  to  invest  the  actors 
with  a  certain  heroic  character,  and  thereby  to  justify  the  unwonted 
honour  conferred  on  them.  To  this  category  belong  i/ie  statue  of 
Miltiades  in  the  bronze  group  by  Pheidias,  set  up  at  Delphi  after  the 
battle  of  Marathon  ;  the  statues  of  Cleobis  and  Biton,  offered  at 
Delphi  by  the  Argives,  in  honour  of  the  youthful  heroes  whose 
filial  love,  according  to  the  touching  story  of  Herodotus,'  was  re- 
warded by  the  *  best  gift  of  the  Gods ' — an  early  death  ;  those  of 
Harvtodius  and  Aristogeiton  ;*  and  that  of  Telesilla,  the  Argive 
poetess  and  heroine,  in  the  act  of  arraying  herself  in  her  armour  and 
preparing  to  lead  her  countrywomen  against  the  Lacedaemonian  in- 
vaders.* But  notwithstanding  these  and  other  exceptions,  it  may  be 
said  with  truth  that  the  plastic  representation  of  contemporary  his- 
torical events  did  not  become  common  before  the  age  of  Alexander, 
whose  exploits  were  invested  with  a  romantic  splendour  well  calcu- 
lated to  attract  the  gaze  and  inspire  the  genius  of  the  artist  We 
have  seen  above  that  the  subjects  of  some  of  Lysippus*  most  im- 
portant works  were  taken  from  the  battles  of  the  Macedonian  hero. 

Historical  sculpture  was  peculiarly  congenial  to  the  Romans,  among 
whom  it  attained  its  most  complete  development — a  development  in 
a  great  degree  independent  of  Greek  prototypes — so  that  of  all  phases 
of  art  this  may  be  considered  the  most  characteristically  Roman.  It 
was  natural,  in  an  age  in  which  success  in  war  was  the  chief  claim  to 
place  and  power,  that  the  successful  general  should  seek  the  aid  of 


»  Achan,  Nat.  Anim,  vii.  38.     Conf.  O.  Conf.  Tsetz.  Chil.  iv.  p.  120  (ed.  Wah.). 

Miiller,  H.der  ArchaeoL  Sec.  135.  2.  '  i.  30.     Conf.  Pausan.  ii.  2a  2. 

'  i^lian,  /.  c.  :  fi^  i.TifiaaB4yros  rov  Kvphs  *  Vide  supra,  p.  109. 

tkKhk   inr^p  rov    kiMvou  futrBhy  tl\ii^»6T05,  *  Pausan.  ii.  28.  8. 
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art  to  prolong  the  memory  of  his  warlike  exploits.  We  cannot,  in- 
deed, trace  the  origin  of  plastic  representations  of  events  of  Roman 
history  farther  back  than  the  time  of  the  Emperors  ;  but  the  practice  of 
exhibiting //r/wr^i"  of  actual  battles  is  of  an  earlier  date.  M\  Valerius 
Maxitnus  Messala  is  said  to  have  been  the  first  to  set  up  in  the  wing 
of  the  Curia  Hostilia  a  picture  of  his  victorious  engagement  in  Sicily 
with  the  Carthaginians  and  Hiero  the  Sicilian  king*  (a.U.C.  491,  B.C. 
265).  Lucius  Scipio  celebrated  his  victory  over  Antiochus  of  Syria, 
near  Magnesia,  by  exhibiting  a  picture  on  the  Capitol ;  and  Lucius 
Hosttlius  Mancinus^  who  was  the  first  to  enter  Carthage  when  it 
was  captured  by  Scipio  (B.C.  146),  made  use  of  a  picture  of  the  city 
and  the  siege  operations  to  illustrate  an  account  which  he  gave  to 
the  delighted  Plebs  of  the  various  incidents  of  the  war.  By  this  con- 
descension, we  are  told,  he  so  ingratiated  himself  with  the  people 
that  they  made  him  consul  in  the  following  year. 

Of  historical  reliefs  in  sculpture  the  principal  are  those  which 
adorned  the  triumphal  A  rches  of  Claudius  and  Titus— the  Architrave  of 
the  Tetnple  of  Minerva  \x\  the  Forum,  begun  by  Domitian,  and  finished 
by  Nerva,  and  generally  called  Forum  Nervce — the  Arch  and  Pillar  of 
Trajan --dind  the  Arches  of  Marci4s  Aurelius  and  Septimus  Severtis. 

The  Arch  of  Claudius,  Of  the  reliefs  of  this  arch,  which  stood  in 
the  Corso  near  the  Pal.  Sciarra,  there  are  two  fragments  in  the  Villa 
Borghese. 

The  Arch  of  TituSy  in  the  Velia  at  the  foot  of  the  Palatine,  was 
erected  in  celebration  of  the  taking  of  Jerusalem  (a.d.  70),  and 
v/as  consecrated  in  the  reign  of  Titus'  successor  Domitian.  On  both 
facades  of  this  arch,  which  was  restored  in  1822  by  Pope  Pius  VII., 
runs  a  narrow  frieze,  under  the  Attike,  representing  the  pompa 
triumphalis  combined  with  a  sacrificial  procession — priests  and  their 
attendants,  oxen  adorned  for  sacrifice  with  infulae  on  their  horns  and 
broad  ornamental  bands  on  their  backs,  and  soldiers  of  the  victorious 
army  in  civil  costume,  but  bearing  their  shields  and  insignia.  The 
most  interesting  figure  in  this  group  is  that  of  the  River  God  Jordan 
under  the  form  of  a  bearded  man  borne  on  a  litter.     Each  figure  in 


*  Plin.  A'.  //.  XXXV.   22.     Conf.  Liv.  xll.  28.  *  Plin.  N,  //.  xxxv.  23. 
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this  frieze  stands  clearly  out  by  itself  in  a  quiet  and  dignified  attitude. 
The  oxen  are  all  in  profile,  while  the  men  are  nearly  or  entirely  en 
facey  which  makes  a  singular  impression,  and  destroys  all  idea  of 
progress. 

On  the  interior  side  walls  of  the  arch  are  two  reliefs  of  larger  size. 
The  Emperor  appears  as  triumphator  on  his  quadriga,  the  horses  of 
which  are  led  by  the  Goddess  Roma,  while  a  figure  of  Victory  holds  a 
garland  above  his  head.  He  is  accompanied  by  a  train  of  lictors, 
and  by  soldiers  and  citizens  bearing  garlands  and  branches  in  their 
hands.     On  the  left  side  is  another  portion  of  the  triumphal  proces- 

FiG.  259. 


TRIUMPHAL    PROCKSSION    FROM    ARCH   OF   TITUS. 

sion  (fig.  259),  composed  of  warriors  in  the  dress  of  peace,  bearing 
portions  of  the  booty  of  the  plundered  city— such  as  the  Table  with 
the  shewbready  the  seven-branched  Candelabra^  the  Ark  of  the  Covenant , 
the  silver  trumpets^  &c. 

In  the  centre  of  the  arch,  again,  we  see  tlte  Apotheosis  of  the  Em- 
perory  who  is  borne  aloft  as  Divus  on  the  back  of  an  eagle. 

The  Arch  of  Trajan,  though  no  longer  standing,  is  mentioned 
here,  because  the  reliefs  with  which  it  was  adorned  are  still  extant 
in  t/ie  Arch  of  Constantine,  of  which  we  shall  speak  below. 

The  Pillar  of  Trajan,  on  the  other  hand,  is  one  of  the  best  pre- 
ser\'ed  monuments  of  Roman  antiquity.  This  splendid  column  formed 
the  centre  of  the  magnificent  Forum  Trajani,   built  by  the    Greek 
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architect  Apollodorus  in  1 13  A.D.,  in  accordance  v/ith  a  decree  of  the 
Senate  and  people  of  Rome,  in  commemoration  of  the  Emperor.  It  is 
altogether  about  100  old  Roman  feet  (106  feet)  high,  and  12  feet  in 
diameter  below,  gradually  decreasing  to  \o\  feet  above,  and  consists  of 
twenty-three  drums  of  white  marble.  It  was  originally  surmounted 
by  a  bronze  statue  of  Trajan,  for  which  Sixtus  V.  substituted  that  of 
St.  Peter.  The  rich  reliefs  with  which  it  is  profusely  adorned  run  round 
the  pillar  in  a  spiral  band,  600  feet  in  length,  which  becomes  broader 
as  it  rises,  in  order  that  the  figures  may  be  better  seen.  They  repre- 
sent the  Emperor's  campaign  against  the  DacianSy  the  incidents  of 
which  are  pourtrayed  with  marvellous  accuracy  and  fulness  of  detail. 

The  pedestal,  which  is  much  larger  than  that  of  any  preceding 
monument  of  the  kind,  and  contained  the  ashes  of  the  Emperor,  is 
adorned  by  well  executed  reliefs  of  trophies  constructed  of  Parthian 
and  Sarmatian  weapons.  The  great  height  of  the  Pillar  itself  with- 
draws from  our  view  the  greater  portion  of  the  very  beautiful  and 
elaborate  work  with  which  its  entire  surface  is  covered  ;  and  it  is  only 
in  casts*  that  we  can  really  study  or  enjoy  it.  The  whole  composi- 
tion, which  is  intended  to  be  a  complete  chronicle  of  the  Dacian  war 
in  stone,  consists  of  more  than  a  hundred  different  scenes,  separated 
from  one  another  by  trees  on  either  side.  It  is  said  to  contain  alto- 
gether about  2,500  human  figures,  besides  many  horses,  &c.,  all  executed 
with  great  accuracy  and  finish. 

The  main  purpose  of  the  whole  work  which  forms  the  pedestal 
to  his  statue  is  the  glorification  of  the  Emperor.  Trajan.  Not 
only  is  almost  every  warlike  operation  of  the  campaign,  which,  as 
we  know,  he  conducted  in  person — the  engagements  of  the  hostile 
armies — the  charges  of  cavalry — the  storming  of  forts — the  passage 
of  rivers — the  plundering  and  burning  of  cities — the  execution  or  par- 
doning of  prisoners— pourtrayed  with  the  most  realistic  fidelity,  but 
there  are  innumerable  scenes  in  which  the  Emperor  himself  appears, 
encouraging  his  troops  and  leading  them  to  the  fight — sitting  in  judg- 
ment on  captives — giving  audience  to  envoys — and  even  protecting 
the  women  of  the  vanquished. 


*  There  is  a  fine  cast  of  this  pillar  in  the  South  Kensington  Museum. 
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One  of  the  most  striking 
figures  on  the  lower  part  of 
the  pillar  is  that  of  the  River 
Danube  with  his  nude  body 
half  out  of  the  water.  With 
angry  mien  he  is  watching  the 
Roman  army  as  they  march 
out  of  the  gate  of  a  fortress  on 
his  bank,  and  prepare  to  cross 
a  bridge  over  his  stream. 

In  another  scene  we  see 
s  an  assault  in  winter  on  a  Ro- 
§  man  fort  by  Dacians,  with 
:^  their  dragon -en  sign,  some  of 
J  whom  have  safely  crossed  the 
H  ice,  while  others  are]  falling 
o  through  its  broken  surface. 
Sj  a  part  of  the  attacking  force 
i  consists  of  Parthian  (or 
w  Sarmatian  ?)  cavalry ;  and  in 
^  the  scale-armour  by  which 
S     both     man     and     horse     are 

u. 

protected    we    recognise     the 
«     Cataphracti     (Cataphractarii) 
^     referred   to   by   Tacitus^  (fig. 
260). 

The  whole  work  has  an 
especial  interest  and  impor- 
tance in  the  history  of  plastic 
art,  because  it  is  so  characte- 
ristically Roman ;  and  because 
it  shows  us  the  greatest  height 


*  Hist,  i.  79  :  '  Lapsantibus  equis  et 
cataphractarum  pondere.'  Cataphrjcti 
in  the  Roman  army  are  first  mentioned 
in  the  reign  of  Constantine.-  Amm. 
Marc.  xvi.  10. 
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to  which  merely  realistic  historical  sculpture  can  attain.  As  far  as 
dpsign  and  composition  are  concerned  the  artists  owe  nothing  to  the 
past — they  have  almost  entirely  broken  with  mythology.  The  whole 
composition  contains  only  two  mythological  figures — those  of  Seliiii 
and  Jupiter  tonans — used  to  indicate  night  and  storm.  Their  sole 
object  is  to  pourtray  with  the  greatest  possible  accuracy  the  actual 
scenes  and  occurrences  of  a  particular  campaign  ;  and  these  subjects 
are  not  ideas  but  facts,  which  suggest  nothing  more  than  can  be 
seen.  Many  of  the  figures  and  faces,  however,  are  not  only  correctly 
drawn,  but  of  great  elegance  and  beauty,  and  when  compared  with 
the  analogous  historical  reliefs  of  Assyria  and  Egypt,  show  us  how 
much  Greek  schooling  had  done  even  for  the  coarse  Roman  natures 
in  respect  to  knowledge  of  the  human  form,  and  the  perception  of  its 
bpauty. 

The  Pillar  of  Antoninus  Pius,  Of  this  column  of  granite,  which 
M.  Aurelius  and  Lucius  Verus  erected  in  honour  of  Antoninus  Pius, 
only  the  pedestal,  which  is  now  in  the  gardens  of  the  Vatican,  has  been 
preserved.  The  subject  of  the  reliefs  in  the  front  is  the  Apotheosis 
of  the  deceased  Emperor  and  his  ivife,  Faustina  the  elder y  who  are 
borne  aloft  on  the  back  of  a  serpent  as  Genius  of  Eternity,  and 
attended  by  two  eagles^  the  official  symbols  of  deification.  On  two 
sides  of  the  basis  the  deairsio  funebris  is  represented.  Notwith- 
standing the  great  care,  and  a  certain  degree  of  technical  skill,  mani- 
fested in  this  work,  the  efifect  of  the  composition  as  a  whole  is 
unpleasing  and  even  ridiculous. 

The  Arch  of  M,  Aurelius  ^^s  ^\\\\  standing  in  good  preservation 
on  the  Corso,  near  the  Palazzo  Piano,  as  late  as  the  year  1622  A.D., 
when  it  was  removed  by  order  of  Pope  Alexander  VII.,  because  it 
was  an  obstruction  to  the  horse  races  during  the  Carnival.  The 
reliefs  with  which  it  was  adorned  are  preserved  in  the  Conservatori 
Museum  on  the  Capitol.  They  represent  tlie  Apotheosis  of  Faustina^ 
the  infamous  wife  of  Marcus  Aurelius,  and  a  sacrifice  before  her 
temple,  which  is  still  standing  in  the  Forum.  M.  Renan,  in  a  lecture 
delivered  in  London  (1880)  says,  *  Dans  un  bas-relief  qui  se  voit 
encore  a  Rome  au  Musee  du  Capitol,  pendant  que  Faustine  est 
enlevcc  par  une  Renommde,  Texcellcnt  Empereur  la  suit  dc  terre 
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avcc  un  regard   plein  d*amour.     II  dtait  arriv^,  ce  semble,  dans  les 
demicrs  temps  k  se  fairc  illusion  k  lui-m^me  et  a  tout  oublier/ 

Tlie  Pillar  of  Marcus  Aurelius.  The  Senate  erected  a  Temple 
and  Pillar  to  this  Emperor  after  his  death.  The  former,  of  which  re- 
mains have  been  found,  occupied  the  site  of  the  present  Palazzo  Chigi ; 
the  latter  is  still  standing  close  by  in  the  Piazza  Colonna*  It  bears  a 
great  resemblance  to  the  Column  of  Trajan,  and  its  surface  is  like- 
wise covered  with  reliefs  representing  tlu  wars  of  Marcus  Aurelius 
against  the  Marcomanni  on  the  Danube,  The  most  remarkable  scene 
is  that  which  contains  the  figure  of  Jupiter  Pluvius,  from  whose 
extended  wings  and  flowing  locks  refreshing  rain  descends  on  the 
Romans. 

T/ie  A  rch  of  Septimius  Severus  is  a  well-known  feature  of  the 
Forum  Romanum.  It  was  erected  by  the  Senate,  in  203  A.D.,  to  this 
Emperor  and  his  sons  Caracalla  and  Geta,  in  honour  of  his  victories 
over  the  Parthians,  Arabians,  and  Adiabeni.  It  is  built  of  Pentelican 
marble,  and  has  three  arches,  a  larger  one  in  the  centre,  and  a  smaller 
one  on  each  side ;  over  the  latter  are  reliefs  representing  some  glorious 
achievement  in  the  war.  The  arch  was  once  surmounted,  as  we  learn 
from  a  coin  of  Caracalla,  by  a  triumphal  chariot,  in  which  two  figures 
were  borne,  no  doubt  of  Septimius  Severus  and  Caracalla.  The  subject 
of  the  relief  is  very  obscure,  and  the  restorations '  entirely  arbitrary. 
Each  of  the  four  triumphal  processions  pourtrayed  on  this  arch  is 
moving  in  the  direction  of  a  figure  of  Roina,  whom  captives  supplic- 
ate for  mercy.  In  each  relief  there  is  a  figure  in  barbarian  dress, 
representing  the  conquered  Parthia  ;  in  the  angles  of  the  central 
arch  arc  Victories  with  trophies,  and  below  them  t/ie  Seasons.  In 
the  comers  of  the  side  arches  are  River  Gods ;  and  on  the  base 
of  the  pillars  Romans  with  captive  barbarians.  The  plastic  work 
on  this  monument  has  no  artistic,  but  only  an  historical  interest, 
and  that  a  melancholy  one  ;  for  it  shows  the  depths  of  degradation 
to  which  art  had  sunk  in  the  beginning  of  the  third  century  of 
our  era. 

T/ie  Arch  of  Constantine  was  erected  to  this  Emperor  by   the 


'  E.g.  by  Santi  Bartoli  in  his  engiavings. 
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Senate  as  a  mark  of  their  gratitude  to  him  for  delivering  the  State 
from  the  tyranny  of  Maxentius,  as  we  learn  from  the  inscription  on 
the  Attike.  Considering  the  date  of  this  monument  (after  31 1  A.D.), 
we  are  surprised  at  first  sight  at  the  comparative  excellence  of  the 
plastic  ornament  J  but,  as  we  have  stated  above,  the  greater  part 
of  it  belonged  to  the  Arch  of  Trajan,  and  the  rest  is  entirely 
worthless. 

To  the  sculptures  from  the  Arch  of  Trajan  belong  those  on  the 
Attike.  Beginning  at  the  left  hand  (of  the  spectator)  on  the  southern 
facade  we  see :  I.  Trajan's  entry  into  Rome  after  the  first  Dacian 
war.  II.  The  continuation  of  the  Via  Appia  through  the  Pontine 
Marshes  to  Brundusium.  The  Via  is  personified  by  a  female  figure 
with  her  left  hand  resting  on  a  wheel,  and  her  right  raised  towards 
the  Emperor.  III.  Trajan  affording  his  protection  to  the  orphans  of 
free  parents,  IV.  Trajan  sitting  on  a  tribunal^  and  before  him  a 
barbarian  of  rank,  probably  Parthamasires,  King  of  Armenia,  V. 
Trajan  bestowing  the  crown  of  Parthia  on  Parthamaspates,  VI.  War- 
riors dragging  ttvo  barbarian  prisoners  into  the  presence  of  the  Em- 
peror, supposed  to  be  the  assassins  sent  by  Decebalus,  King  of  Dacia, 
to  murder  Trajan.  VII.  The  Emperor  addressing  his  soldiers  and 
offering  the  suovetaurilia  (a  sacrifice  consisting  of  an  ox,  a  sheep, 
and  a  pig)  for  his  army.  All  the  heads  of  Trajan  in  these 
compositions  are  new.  Below  these  are  eight  medallions,  in 
which  hunting  scenes  and  sacrifices  to  different  deities  are  repre- 
sented. On  the  narrow  sides  of  the  Attike  are  two  beautiful 
reliefs  of  battles  against  tlie  Dacians ;  and  there  are  two  more  on 
each  side,  under  the  middle  arch,  one  of  which  represents  captives 
supplicating  the  Emperor,  and  the  other  Victory  placing  a  crown  on 
his  head. 

The  inferiority  of  the  reliefs  of  the  time  of  Constantine  is  recog- 
nised at  the  first  glance.  These  are  Four  Victories  in  the  corners  of  the 
two  smaller  arches  ;  the  Bassi  rilievi  which  form  a  frieze  round  them, 
and  represent  various  actions  of  the  Emperor  Constantine— ^a/Z/^j", 
triumphal  processions,  allocutions  to  the  soldiers,  &c. ;  and  two  medal- 
lions representing  the  Sun  on  a  Quadriga,  and  the  Moon  on  a  Biga. 
On  the  pedestal  of  the  pillars,  which  are  of  Giallo  antico,  are  soldiers 
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and  captives}  The  character  of  the  work  taken  from  the  Arch  of 
Trajan  is  similar  to  that  on  his  Pillar,  of  which  we  have  already- 
spoken,  and  in  some  instances  superior  to  it  There  is  the  same 
correctness  and  beauty  of  form,  and  the  same  pathetic  expression 
in  the  faces  of  male  and  female  captives,  many  of  which  are  of  great 
beauty. 

*  Besdireibung  RonCs^  Plattner  und  Uriichs. 
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CHAPTER    LIV. 
PORTRAIT  SCULPTURE. 

This  branch  of  sculpture,  of  which,  for  want  of  space,  we  can  only 
speak  very  briefly,  was  not  only  cultivated  but  attained  to  its  most 
luxuriant  growth  in  Rome.  Even  in  its  origin,  perhaps,  and  certainly 
in  its  development,  it  was  to  a  great  degree  independent  of  Greek  art. 

Portraits  of  Greeks. 

In  Greece,  as  we  have  seen,  portrait  sculpture  was  an  offshoot 
from  the  great  stock  of  religious  sculpture.  The  honour  of  *  standing 
in  bronze,'  *  once  the  exclusive  privilege  of  Gods,  was  extended  first 
to  *  god-like  heroes,*  and  then  to  the  victors  in  the  Olympic  games 
whom  *  the  ennobling  palm  exalted  to  the  Gods.'  Among  the  first 
who  enjoyed  this  rfpcoiKrj  rifirj  were:  Arrachion^  the  Pancratiast  of 
Phigaleia,  who  was  crowned  after  his  death,  and  whose  statue  was 
erected  by  the  Phigaleians  in  their  Forum  ;  Praxidamas  of  iCgina, 
the  boxer,  who  conquered  m  Ol.  58  (548  B.C.);  and  Rhexibios  the 
Opuntian  (Ol.  61,  RC.  536).  The  statues  of  both  the  latter  were 
carved  in  wood-  -the  former  of  the  cypress  tree,  the  latter  of  the  fig- 
tree— and  stood  near  the  pillar  of  CEnomaus,  in  the  Altis  at  Olympia.^ 

The  setting  up  of  statues  to  distinguished  individuals  was 
completely  secularised  — if  we  may  use  the  expression — in  the  age  of 
Alexander  the  Great.  Not  only  were  portrait  statues  raised  of  the 
great  conqueror,  and  of  his  generals,  but  it  became  common  to 
bestow  a  similar  honour  on  all  who  distinguished  themselves  in  any 
walk  of  life  above  their  fellow  citizens.     In  the  Alexandrian  age,  in 


'   *  Ut  stes  seneus.* — Horace.  *  Pausan.  vi.  18.  4. 


Digitized  by 


Google 


646  PORTRAIT  SCULPTURE, 


which  learning  succeeded  to  original  creation,  the  statues  and  busts  of 
poets,  orators,  and  philosophers  were  in  great  demand  for  the  decoration 
of  the  numerous  libraries '  and  other  places  of  public  resort  in  the  great 
centres  of  Hellenic  civilisation,  such  as  Alexandria  and  Pergamon.* 
Men  naturally  desire  to  look  on  the  forms  and  features  of  those  whose 
works  they  admire,  and  it  seems  probable  that  most  of  the  statues 
and  busts  of  the  great  men  of  Greece  of  which  we  read  in  literature, 
many  of  which  have  been  preserved,  owe  their  origin  to  the 
Alexandrian  period.*  Some  of  these  were  purely  ideal,  or  rather 
imaginary — e.g.  the  noble  Farnesian  bust  of  Horner^  at  Naples^  and  the 
greatly  inferior  ones  in  the  Capitol  at  Rome,  the  Louvre,  &c.,  the  type 
of  which  was  freely  evolved  from  the  artist's  own  consciousness ;  *  as 
was  also  that  oi  ^sop  in  the  Villa  Albani,  of  which  we  have  spoken 
above.^  Of  a  similar  imaginary  character  no  doubt  were  the  Seifen  Wise 
Men  by  Lysippus,  mentioned  in  the  same  epigram  with  .^Esop.  The 
number  of  portraits,  chiefly  busts,  of  distinguished  Greeks  which  have 
been  preserved  is  extraordinarily  great,  and  seems  to  indicate  an 
attempt— made  probably  in  the  Alexandrian  period — to  form  a  com- 
plete series  of  the  most  famous  men  in  Greek  history.  Of  philosophers 
we  have  well  authenticated  portraits,  in  statues  or  busts,  of  Epimenides 
with  closed  eyes,'  Bias  of  Priene,*  Socrates^  (perhaps  imaginary), 
Plato}^  Aristotle  ^^  (statue),  Epicurus}'^  Antisthenes,  Theophrastus^ 
Diogenes  ^^  (statue),  Cameades^^  Theon  of  Smyrna,  Zeno^^  Chrysippus, 
Posidonius  '^  (statue),  Metrodorus}'^  Hermarchus^  &c. 

Of  the  poets  Alcceus  is  only  found  on  coins,  but  there  are  busts  of 


»   '  Siquidem  nunc  ex  auro  argentove  aut  Orpheus,  Homer,  Hesiod,  &c. 

certe  ex   aere   in   bibliothecis  dicantur   illis  '  Vide  supra^  p.  486. 

quorum  immortales  animae   in   locis   isdem  '  In  Hall  of  Muses,  Vatican,  No.  512. 

loquuntur.' — Plin.  N.  H.  xxxv.  9.  •  Chiaramonti  Gall.  Vatican,  528. 

"  *  An  priores  ccpperint   Alexandreoe  aut  •  In  Vatican,  L'>uvre,  3.  Mus.,  &c. 

Perganii  Reges  ....  non  facile  dixerira.'—  *•  Capitoline  Mus. 

Ibid,  »'  tHatue  in  Villa  Spada,  Rome. 

»  Ibid,  "  Hall  of  the  Muses,  498. 

<  Christodorus    {Ecphrasis^    v.    311),    in  "  .S"/'<?/'i/^  in  Villa  Albani. 

speaking  of  the  portrait  of  Homer,   sa)s,  **  Chiaramonti   Gall.    Vat.   598,   and    in 

that  it  was  no  mortal  who  fashioned  it,  &XA*  Louvre. 

ahr^  iFoK^linra  kifiwKaiTtv  x^P^^"  'AO^i^.—  '*  Busts  of  Zeno,  in  the  Hall  of  the  Muses, 

*  Quin  immo  etiam  quae  non  sunt  finguntur  in  the  Capitol.  Mus.  and  in  theTorlonia  Mu- 

pariuntque   desideria    uon   iraditos    voltus^  seum  at  Rome. 

sicut  in  Hornero  id  evenit.^  '•  In  Louvre.     Somewhat  doubtfuL 

»  Pausanias  says  that  the  Argive  Diony-  "  Double  bust  of  Metrodorus  and   Epi- 

sius    (Ol.    76-78)   made    small    figures    of  curus  in  Capitol.   Conf.  copy  in  the  Louvre. 
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Fig.  261. 


Sappho^  in  the  Vatican,  the  Villas  Albani  and  Borghese,and  in  Berlin, 
which  are,  however,  not  altogether  free  from  suspicion.  There  are 
also  interesting  statues  in  the  Villa 
Borghese  (found  in  1 836, near  Mon- 
tecalvo)  of  Anacreon^  and  perhaps 
of  TyrtcBus, 

But  the  most  remarkable  of  all 
is  the  famous  life-size  statue  of 
Sophocles  (fig.  261),  in  the  Lateran.^ 
This  gem  of  all  portrait  statues  (see 
frontispiece)  was  found  not  long 
before  the  year  1839  in  Tarracina 
(Anxur),  and  presented  by  Count 
Antonelli  to  Gregory  XVI.,  who 
placed  it  in  his  new-  museum  in  the 
Lateran.  It  was  skilfully  and  cor- 
rectly restored  by  Tenerani.  The 
poet  is  represented  in  the  ripe  age 
of  manhood,  and  not  only  hand- 
some, as  he  is  known  to  have 
been,  but  with  a  certain  easy  aris- 
tocratic grace  and  elegance.  He 
is  the  truest  representative  of  the 
KoXoKayaOos,  at  the  highest  period 
of  Athenian  culture  and  civilisa- 
tion, trained  in  all  gymnastic  and 
warlike  exercises,  in  philosophy 
and  science,  and  in  the  lighter 
accomplishments  of  music  and  the 
dance.^  His  well  arranged  hair  and 
elegant    dress,   and    the    mingled  sofiiocles. 


*  Christodor.  Ecphrasis^  v.  69  :  — 

niepiKi}  tk  fiiXitriraf  Xtyv0poo^  c^cto  Sair^w. 

*  Vide   Motium.   d,    lust.   Arch.   vol.  vi. 
Tav.  XXV. 

■  Benndorf  u.   Schone,   die  anlikin  BiU- 
wfrke  (f,  jMUran.  Ahts. 


*  Athenseus,  i.  20 :  'S.o^okXtis  8^  trp^i  r^ 
KoXhs  yfytyrjo'dai  t^v  &pav  ^v  iroi  ^px'7<"'**^*' 

AdfATFp<if  fitrh.  yovv  r^¥  iv  'SioXaiiivi  vavfiaxiav 
iTfpl  rp&iraiov  yvfiyhs  aAi}Ai/i/icVof  ij(6pkvfff 
fitra  \vpas. 
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pride  and  modesty  of  his  bearing,  bespeak  the  man  of  the  world, 
whose  genius  has  not  driven  him  into  solitude,  but  secured  him 
an  honourable  place  among  the  noblest  of  his  countrymen.  There 
is  a  strong  individuality  in  the  face,  but  its  general  ideal  beauty 
is  not  sacrificed  to  the  realistic  tendency  which  is  so  marked  a 
feature  of  Roman  portraiture.  The  attitude,  though  simple,  is  well 
chosen  to  show  the  most  graceful  lines  of  the  figure ;  and  the  posi- 
tion of  the  arms — the  one  gracefully  enveloped  in  the  himation,  and 
the  other  firmly  planted  on  the  hip — gives  to  the  whole  form  an  air  ol 
mingled  ease  and  dignity.  The  face  is  handsome  and  full  of  win- 
ning grace,  and  bears  the  stamp  not  only  pf  the  creative  genius  of  the 
poet,  but  of  the  experience  of  the  active  citizen  ;  of  one  who  has  felt 
both  the  joys  and  the  sufferings  of  human  lot,  and  preserved  amidst 
them  the  constitutional  calmness,*  the  gentle  benevolence,  the  tranquil 
meditative  piety  for  which  he  was  renowned  and  loved  by  the  people 
among  whom  he  lived  and  sung.' 

The  same  perfect  mastery  and  exquisite  taste  are  displayed  by  the 
artist  in  the  treatment  of  the  drapery,  the  lines  of  which  are  so 
arranged,  that  while  it  serves  all  the  purposes  of  a  becoming  and 
comfortable  dress,  it  awakens  in  the  beholder  a  sense  of  harmony 
and  beauty.  The  artist  has  succeeded  in  the  most  difficult  of  tasks, 
that  of  giving,  as  it  were,  a  separate  existence  to  the  dress  while  pre- 
serving its  close  relation  to  the  wearer.  We  see  that  the  limbs  move 
freely  beneath  their  covering,  and  that  even  where  the  garment  cleaves 
most  closely  it  is  entirely  independent  of  the  form  it  envelopes.* 

This  statue  is  supposed  by  some  to  be  a  copy  of  the  bronze  orig^inal 
set  up  on  the  motion  of  the  orator  Lycurgus  in  368  B.C.;*  if  so,  it 
has  been  freely  translated  into  marble  by  an  artist  of  genius. 

Euripides  is  found  in  several  double  busts  in  combination  with 
Sophocles,"*  and  alone  in  the  Vatican  ;®  and  the  life-like  seated  figures 
of  Menander  and  Posidonius  are  known  to  every  visitor  of  Rome. 

»  Aristoph.  Ran,  74©  :—  Vatican  which  resembles  the  Lateran  Bgure. 

6  *'  cvKoAof  ikkv  iv0di\  cvxoAof  3'  tVct.  *  Lycurgus  proposed  a  decree  Af  xoAjcor 

Gentlemanlike  and  amiable  In  Hades,  as  on  earth.  tlic6yas     dyatffircu    tAp    iroinrwr     AiVx^Xov, 

Conf.  i*lschylus'  opinion  of  Sophocles,  /fiit/,  JiopoKKdovs,  Evpiwi^ov  ic.r.K, 

V.  1433-               .  *  Conf.  double  bast  of  Sophocles  and  an 

*  Anthol.  Gr.  i.  p.  loo  :  —  unknown  poet  in  the  Louvre. 

'HpV  vjffp  Tv>^7io  So^offA«<K,  y^^Vii  kitv*,  •  There  is  also  a  mirble  statuette  of  Euri- 

■  There  is  a  statuette  of  Sophocles  in  the  pides  in  the  Louvre. 
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The  orators  are  represented  by  busts  of  IsocrateSy  Lysias,  by  a 
statue  and  bust  oi ^schineSydX  Naples  and  in  the  Louvre  respectively, 
and  by  a  statue  *  and  a  bust  of  Demosthenes^  in  the  Vatican. 

Of  historians  we  have  only  Herodotus  and  Thucydides  in  the 
famous  double  bust  at  Naples  ;  and  Thucydides  alone  in  the  beautiful 
Holkham  bust^  belonging  to  Lord  Leicester. 

Of  Athenian  statesmen  we  have  certain  portraits  of  Miltiades]^  and 
perhaps  one  of  Themistocles^  in  the  Vatican  bust ;  and  of  the  same  hero 
with  a  sailor  s  cap  and  a  laurel  crown  on  coins  of  Lampsacus.  The 
best  bust  of  the  Olympian  Pericles?  found  at  Tivoli  in  1 781,  is  in  the 
British  Museum,  and  there  is  another  in  the  Vatican.  He  is  repre- 
sented in  a  helmet,  in  his  character  of  arpar'qyosy  and  not,  as  some 
suppose,  to  conceal  his  pointed  head,  which  gained  him  the  soubri- 
quets of  ax*'VOKi(f>aXo9  and  K8tf>a\r)y6piTr}s,* 

Aspasia  is  the  first  woman  of  whom  any  certain  portrait  has  come 
down  to  us.*  T/ie  Herma-bust  in  the  Vatican,  which  is  of  little 
merit  as  a  work  of  art,  shows  us  the  distinguished  friend  of  Pericles 
veiled,  and  with  interesting  though  not  beautiful  features. 

Portraits  of  Alcibiades  are  very  common.  The  bust  in  the  Chiara- 
monti?  which  with  good  reason  is  called  Alcibiades,  is  from  the  best 
period  of  Greek  art,  and  combines  ideal  with  individual  treatment. 
It  does  not  represent  the  Dionysiac  side  of  his  character,  but  the 
lower  part  of  the  face  is  characteristic  and  somewhat  sensual,  while 
the  upper  half  is  more  ideal.  It  hardly,  however,  gives  us  an  idea  of 
the  extraordinary  beauty  for  which  he  was  universally  celebrated. 

There  is  a  fine  statue  in  the  Vatican  ^  of  a  warrior  full  of  life  and 
vigour,  with  his  advanced  foot  on  a  helmet,  pressing  forward  sword 
in  hand  to  the  attack.  It  has  been  called  Alcibiades,  though  the  face 
bears  no  strong  resemblance  to  the  bust  of  the  Athenian  hero  in  the 
Chiaramonti  gallery. 

There  is  also  a  good  Herma-bust  of  Alcibiades  in  the  Museo  Tor- 
Ionia  at  Rome,  which  formerly  stood  in  the  Villa  Albani. 


*  Annal,  d.  Inst.  viii.  159.  Miiller,  H.  d.  Arch,  Sec.  420.  6. 

*  Conf.  Pausan.  x.  10.  *  Visconti,  P.  CI.  vol.  vi.  pi.  30. 
»  Vide  supra,  p.  236.  «  Annil.  d.  I.  1866,  p.  228. 

<  Cratin.   Chir.  3.     Cratin.  ^p'trr.  i  and  '  Visconti,  P.  CI. 
Plut.  PeiicUs,  3.     Co  .f.   Pausan.  x.    10.   I. 
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There  is  a  highly  interesting  statue  in  the  Vatican  to  which  Vis- 
conti  gave  the  name  of  Phocion,  by  which  it  is  still  called  for  want 
of  a  better.  It  is  no  doubt  a  portrait,  but  it  is  treated  in  an  ideal 
manner,  in  marked  contrast  to  the  highly  characteristic  portraits  of 
Demosthenes  and  others.  He  is  not  clothed  in  the  dress  of  actual 
life,  but  in  a  helmet  and  a  simple  cavalry  cloak  of  some  thick  sub- 
stance, with  few  folds,  to  express,  as  it  were,  the  severe  and  simple 
character  of  the  wearer.  The  figure  was  well  known  in  antiquity, 
for  it  was  copied  in  the  time  of  Augustus  as  a  Hermes  by  a  cele- 
brated stone-carver  named  Dioscurides. 

We  have  already  noticed  some  of  the  portrait  busts  of  Alexander} 
The  features  of  many  of  his  successors  are  known  from  coins. 

Roman  Portrait  Sculpture. 

The  fact  that  Roman  portrait  sculpture  received  a  great  impulse 
from  the  migration  of  Greek  art  to  Rome,  and  was  practised  there 
almost  exclusively  by  Greek  artists,  has  given  rise  to  the  belief  that 
it  was  a  mere  foreign  importation  from  Greece.  Even  Pliny*  is  under 
this  impression  when  he  says,  *  The  practice  of  setting  up  statues  was 
received  (from  Athens)  by  the  whole  world  with  an  ambition  natural 
to  man  ;  and  in  the  fora  of  all  municipal  towns  statues  began  to  be 
erected  as  ornaments,  that  the  memory  of  distinguished  men  might 
be  prolonged,  and  their  honours  inscribed  on  the  bases  of  statues 
(during  their  lives),  that  they  might  not  be  read  on  their  sepulchres 
alone.*  We  know  that  the  practice  of  preserving  likenesses  of  departed 
ancestors  prevailed  in  Rome  from  the  earliest  period,  and  that  the 
jus  imaginuin  was  among  the  most  cherished  of  patrician  privileges. 
These  likenesses,  or  masks,  were  taken  from  the  face  of  the  dead  in 
wax,  and  were  worn  in  the  funeral  procession  by  one  of  the  mourners, 
who  also  assumed  the  dress  and  insignia  of  the  departed.^  In  these 
waxen  images  the  great  object  aimed  at  was  not  so  much  perfection 
of  art  as  perfect  resemblance,  and  this  characteristic  tendency,  by 

'  Vide  supra^  p.  484.  ponebantur  armariis.' — Plin.  N,  H.  xxxv.  3. 

'  N,  N,  xxxiv.  17.  Conf.  Ovid,  Her.  xiii.  152:— 
*  *  Non  signa  externorum  artificum  nee  oera  Quae  rcferai  vuUus  est  mihi  cera  tuos. 

aut  marmora  express!  cera  vultus  singulis  dis- 
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which  Roman  is  distinguished  from  Greek  portrait  sculpture,  may  be 
traced  throughout  its  whole  development. 

The  date  of  the  first  portraits  in  Rome  is  extremely  uncertain. 
The  statues  of  the  kings,*  which  were  probably  copied  from  waxen 
images,  were  almost  certainly  of  a  later  date  than  the  persons 
represented  ;  as  were  also  those  of  the  Sibyls,  Horatius  Codes,  Clelia, 
Taratia  Gaia,  Attus  Navus,  and  others.^  Roman  writers'  say  that 
Romulus  set  up  his  own  statue  crowned  by  Victory  on  a  Quadriga 
made  from  the  bronze  which  was  carried  off  as  booty  from  Camerinum. 

The  first  authentic  busts  appear  to  be  those  of  Scipio  AfricanuSy 
and  we  read  that  a  statue  of  the  poet  Lucius  Atiius  (170-103  B.C.), 
*  of  the  largest  size,'  was  offered  in  the  Temple  of  the  Camenae/  It 
is  evident  that  statues  were  set  up  in  great  numbers  in  the  middle  of 
the  second  century  B.C.,  for  in  1 58  B.C.  Cornelius  Scipio  and  M.  Popilius 
ordered  that  all  statues  should  be  removed  from  the  Forum  which  had 
not  been  placed  there  by  the  authority  of  the  Senate  and  People  of 
Rome.  The  heroic  statue  of  Pontpey  in  the  Villa  Spada  at  Rome  is 
open  to  suspicion.  Of  Julius  Ccesar  thQte  are  several  portraits —the 
Farnese  and  Capitoline  busts,  the  fine  head  in  Iferlin,  and  another  in 
the  Pal.  Casali  at  Rome.  Of  his  destroyer,  Junius  Brutus^  there  is  a 
bust  in  the  Capitoline  Museum.  We  have  also  portraits  of  tlie  chief 
Roman  poets,  and  their  great  patron  Meccenas ;  and  of  the  orators  we 
have  Hortensius  and  Cicero.  One  of  the  most  interesting  portrait  statues 
is  the  seated  figure  of  Claudius  Marcellus,  the  conqueror  of  Syracuse 
(2 1 2  B.C.),  in  the  Capitoline  Museum,  in  which  the  character  of  the  rude 
stern  soldier  of  ancient  Rome  is  represented  with  singular  force  and 
truth.  He  wears  the  coarse  woollen  tunic  instead  of  the  linen  dress  of 
more  luxurious  times,  and  the  face,  though  rugged  and  unsympathising, 
has  a  simple  dignity  and  earnestness  which  attracts  and  interests  us. 

Another  example  of  the  Roman  citizen  in  the  simple  period  of 
the  early  Republic  is  found  in  the  Vatican  group  called,  without  any 
warrant,  *  Cato  and  Portia'  This  work  was  imitated  on  the  tomb  of 
Niebuhr  and  his  wife,  at  Bonn,  by  order  of  the  late  King  of  Prussia. 

Even  distinguished  barbarians  found  a  sculptor,  and  one  of  the 

• »  Plin.  A'.  //.  XXXIV.  23.  *  Ibid.  20 -28. 

■  Dion.  Halicam.  Antiq,  Rom.  II.  i.  54^,  p.  1 12;  v.  2$.  28 j.  *  Plin.  xxxiv.  19. 
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most  remarkable  busts  in  the  Capitol  at  Rome  is  that  of  a  noble 
German  (to  judge  by  the  thin  beard  peculiar  to  the  Teutonic  race), 
which  some  regard  as  a  portrait  of  the  hero  Arminius. 

But  the  great  mass  of  extant  Roman  statues  and  busts  represent 
the  Emperors,  members  of  their  families,  and  their  chief  ministers  and 
favourites.  A  good  example  of  the  busts  is  the  life-like  head  of  Galba 
in  the  Capitol  (fig.  262).  Augustus  is  said  to  have  conceived  the  truly 
Roman  idea  of  setting  up  a  complete  series  of  portraits  of  illus- 
trious Romans  from  iEneas  downwards.  The  whole  imperial  period 
is  represented  by  existing  portraits,  and,  as  we  learn  from  Horace,  the 

desire  ^ to  stand  in  bronze'  penetrated  even 
Fk;.  262.  ^ 

into  the  smallest  municipia.    As  the  demand 

for    statues,    especially    of    the    Emperors, 

grew,  it  became  customary  to  fashion  them 

after  fixed   types  of  attitude,  gesture,  and 

dress,     as     priests,     warriors,     magistrates, 

scholars,  &c.     These  were  kept  in  stock,  so 

that  when  an  order  was  received  for  a  member 

of  any  of  these  classes,  it  was  only  necessary 

to   add  the  head.     The  principal  divisions 

were  into    Naturalistic  and     Ideal  statues. 

The  former  of  these  was  subdivided  into : 

I.    Effigies    togatce^    to   which    class   belong 

several  statues  of  Emperors  in  civili  liabitu. 

BUST   OF  GALBA,  ^ 

as  chiefs  of  the  Senate  or  as  Pontiffs.  Some 
busts  belonging  to  this  category  have  the  corona  civica,  as  the  Munich 
bust  of  Augustus ;  others,  as  the  bust  of  Augidstus  at  Madrid,  have  the 
corona  radiata,  which  was  the  official  emblem  of  the  deification  of  a 
deceased  emperor.  Nero  alone  assumed,  on  coins,'  the  rays  or  halo  of 
divinity  during  his  lifetime,  as  the  alter  ego  of  Phoebus  Apollo  on 
earth.  II.  Statuce  thorcicatce,  or  statues  in  armour,  for  the  most  part 
figures  of  Emperors  at  the  head  of  the  army  engaged  in  haranguing 
the  troops  {al/ocutio),  an  occupation  tending  to  throw  the  figure  into  an 
attitude  of  manly  dignity.     Of  this  class  of  statues  we  have  several 

*  Eckhel,  vi.  p.  269. 
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remarkable  specimens.     One  of  these,  representing  Augustus,  is  of 
such  extraordinary  merit  as  to  deserve  a  closer  examination. 

The  Statue  of  Augustus  in  the  Vatican  (fig.  263),  in  the  attitude  of 
an  Imperator  haranguing  his  troops,  was  discovered  in  1863,  in  a 
villa  built  by  Livia,  the  wife  of  Augustus,  at  Porta  Prima,  about  nine 
miles  from  the  Porta  del  Popolo  in  Rome.  He  appears  here  in  the 
pride  of  manly  strength  and  absolute  power,  firmly  planted  on  the 
right  foot,  stretching  out  the  right  arm  as  if  to  command  silence  and 
attention,  and  holding  a  sceptre  loosely  in  the  left  hand.  The  clear 
searching  gaze  of  the  eyes  has  the  charac-  p  ,     , 

teristic  coldness  which  affected  Niebuhr  so 
much  that  he  declared  that  he  could  not 
work  quietly  with  a  bust  of  Augustus  in  the 
room.^  The  brow  is  broad  and  massive,  the 
eyebrows  are  sharply^  defined,  the  deep-set 
eyes  are  very  carefully  chiselled,  and  the 
simple  and  natural  arrangement  of  the  hair 
suits  well  with  the  native  dignity  of  the  man, 
which  owes  but  little  to  the  insignia  of  his 
power.  The  bare  head  and  naked  legs  and 
feet  give  an  heroic  character  to  the  form. 
The  likeness  is  perfectly  preserved,  and  yet 
the  artist  has  thrown  around  the  whole  figure 
an  air  of  quiet  majesty  which  is  almost  ideal. 
The  details  of  the  dress,  though  elaborated 
with    the  greatest  care    and  nicety,  do  not 

^  .  y       rr      .  STATUE  OF   AUGUSTUS. 

detract  from  the  general  effect. 

Over  the  scarlet  tunic  the  Emperor  wears  a  breastplate  richly  orna- 
mented with  reliefs,  which  is,  in  all  probability,  an  accurate  copy 
of  a  real  coat  of  mail.  How  beautiful  and  delicate  the  chiselling 
of  armour  in  those  days  was  may  be  gathered  from  the  fine  specimen 
found  in  Pompeii,  and  from  the  epaulet  of  a  breastplate  in  the  British 
Museum,  on  which  there  is  an  exquisite  relief  of  Ajax  and  an  Amazon, 
Round  his  loins  a  mantle  is  loosely  wrapped,  both  ends  of  which  meet 


'  O.  Jahn,  Pop,  Aufs.  286. 
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on  the  left  arm,  and  fall  to  below  the  knee.  The  Cupid  riding  on  a 
dolphin  by  his  right  foot  reminds  us  that  Venus  was  the  great  proge- 
netrix  of  the  Julian  race,  and  the  especial  patroness  of  the  Emperor.' 
The  plastic  decoration  of  the  breastplate  has  an  unusual  degree 
of  interest,  because  it  refers  to  the  recovery  {\  J  B.C.)  of  the  Roman 
standards  taken  from  Crassus  by  the  Parthians — an  event  which 
formed  one  of  the  chief  glories  of  Augustus*  reign. 

Tua,  Caesar,  aetas 
Fruges  ct  agris  retulit  uberes 
Et  signa  nostro  restituit  Jovi, 
Derepta  Parthorum  superbis 
Postibus.' 

The  scene  is  arranged  with  a  nice  sense  of  symmetry  and  harmony, 
and  skilfully  adapted  to  the  nature  of  the  space  which  it  occupies.  At 
the  top  of  the  breastplate  is  the  figure  of  the  bearded  Cains  (God  of 
heaven),  nude  to  the  waist,  holding  up  a  purple  curtain,  which  forms 
an  arch  above  his  head.  Immediately  below  him  is  Helios  (the  Sun- 
god),  dressed  in  the  long  robe  of  the  Greek  charioteer,  standing  on  a 
chariot  of  scarlet,  and  driving  a  team  of  four  furious  horses.'  Before 
him  floats  a  light  female  figure  on  outspread  wings  of  blue,  with  an 
oinochoe  in  her  hand,  and  bearing  on  her  back  another  female  form, 
whose  veil  is  arched  above  her,  and  who  holds  a  torch.  In  these  we 
see  Pandrosos  (the  Dew-goddess)  and  Aurora^  the  fair  forerunner  of 
the  rising  Sun. 

At  the  bottom  of  the  field,  answering  to  Caelus  at  the  top,  is  Ge 
(the  Earth-goddess),  wearing  a  garland  of  corn  in  her  blonde  hair, 
and  holding  a  cornucopias  in  her  right  hand.  Two  little  children 
nestle  by  her  left  breast.  A  little  above  the  reclining  figure  of  the 
universal  Mother,  on  her  right  and  left  respectively,  are  Apollo,  to 
whose  aid  Augustus  owed  the  victory  of  Actium,  and  Diana.  The 
former,  robed  in  a  scarlet  mantle,  and  holding  his  lyre,  is  mounted  on 
a  griffin  with  blue  wings;  the  latter,  also  with  scarlet  drapery,  and 
bearing  her  attributes,  the  quiver  and  torch,  is  riding  a  reddish  brown 
stag.     In  the  centre  of  the  whole  composition  stand  the  two  main 


*  Clams  Anchisse  Venerisque  sanguis.* — Hur.  Carm.  Sec.  v.  50. 

Hor.  Od,  iv.  15.  4.  »  *  Alme  Sol,*  &c.  — llor.  Caitn.  Siiul. 
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figures.  To  the  left  is  a  Roman  general— no  doubt  intended  for 
Augustus  himself— holding  out  his  hand  to  receive  the  Roman  eagles, 
lost  by  Crassus,  from  a  Parthian  distinguished  by  his  bow  and  quiver 
and  trowsers.  The  armour  of  the  Emf)eror  was  coloured  blue  and 
red,  his  tunic  was  scarlet,  his  mantle  purple,  and  his  helmet  blue.  The 
bearded  Parthian  in  scarlet  tunic  and  blue  trowsers  is  holding  up  the 
insignia  with  both  hands,  and  presenting  them  to  the  conqueror,  but 
without  any  sign  of  servile  fear.  By  the  side  of  Augustus  is  tfie  Wolf^ 
the  favourite  beast  of  Mars,  in  whose  Temple  of  Mars  Ultor,  still 
standing  in  Rome,  the  recovered  standards  were  deposited.  The 
wolf  is  an  appropriate  attendant  on  Augustus,  as  indicating  the  favour 
of  the  God  of  War,  who  was  also  the  father  of  the  first  kings  of 
Rome.  To  the  right  and  left  of  the  central  group  are  tivo  seated 
figures^  with  heads  bowed,  as  if  in  humiliation  and  grief  These  are 
probably  intended  to  represent  Celts  (or  Germans,  whom  the  Romans 
confounded  with  them),  judging  from  ttie  boar  on  the  standard,  and 
the  trumpet  ending  in  the  head  of  a  beast* 

It  is  interesting  to  compare  this  noble  statue,  which  represents  the 
first  Emperor  in  the  pride  of  manhood,  with  the  beautiful  bust  in  the 
Vatican,  known  under  the  name  of  the  *  Young  Augtcstus^  on  the  one 
hand,  and  on  the  other  with  tlie  statue  of  Augustus  (also  in  the 
Vatican)  bearing  all  the  marks  of  advanced  age,  and  veiled  as  a 
priest— one  of  the  Fratres  Arvales  of  Divus  Caesar. 

III.  The  Statuce  equestres,  *  orto  sine  dubio  a  Graecis  exemplo,'  says 
Pliny,*  of  which  we  have  a  good  specimen  in  t/te  Young  Caligula^  or 
Caracalla,  of  the  British  Museum  ;  in  tfie  two  Balbi  at  Naples  ;  and  in 
the  Marcus  Aurelius  of  gilt  bronze,  on  the  Capitol. 

IV.  Statuce  in  bigis  aut  quadrigis,  statues  in  two-,  four-,  and  (in  the 
case  of  Augustus)  six-horsed  chariots,  and  chariots  drawn  by  elephants.' 

In  the  second  great  division — tlu  Ideal  statues— din  attempt  was 
made  to  invest  the  person  represented  with  the  attributes  of  a  hero 
or  a  God.     These,  too,  are  subdivided   into  classes :  I.  Effigies  nudce 


*  See  an  exhaustive  analysis  of  this  work  Hujus  enim  sut  cumis  ancus,  alti 

in  p.  John's  Populan  Aufsatu.  tf&^Tn^^l'^Slr  KL^i'S?S^ 

XXXI V.  19.     ^  Eminus  ct  stalua  mediutur  praelia  lusca. 

■  Juvenal,    vii.    125  : — 
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tenentes  hastam  (nude  figures  holding  a  lance),  called  Status  AchilUcg^ 
and  generally  supposed  to  have  been  made  after  the  model  of  the 
Ephebi  in  the  Greek  gymnasia.  It  seems,  however,  more  probable 
that  they  were  intended  to  imitate  the  statues  of  Olympian  victors. 
Of  these  we  have  many  examples,  e.g.  the  noble  statue  of  Pompey{>) 
in  the  Villa  Spada  at  Rome,  the  colossal  statue  of  Agrippay  taken 
from  the  Pantheon  (?)  in  the  Pal.  Grimani,  and  many  others.* 

II.  Deified  Emperors,  The  opinion  so  coarsely  expressed  by  the 
flatterers  of  Demetrius  Poliorcetes,  that  he  was  virtually  their  only 
deity,  was  still  more  deeply  and  universally  entertained  by  the 
Romans  in  respect  to  their  Emperors.*  Little  surprise,  therefore,  and 
no  opposition  were  aroused  when  the  masters  of  the  Roman  world 
assumed  the  form  and  attributes  of  divinity.  In  this  innovation  the 
way  was  led  by  Alexander  the  Great,  whom  Apelles  the  painter 
represented  as  Zeus  on  earth,  with  the  thunderbolt  in  his  hand.  The 
most  familiar  example  of  the  same  kind  from  the  Roman  period  is  the 
statue  of  Nerva  as  Jupiter  in  the  Vatican.  He  is  seated  in  the  typical 
form  and  attitude  of  the  great  father  of  Gods  and  men,  with  the  upper 
part  of  the  body  bare,  and  the  lower  limbs  wrapped  in  the  himation.* 

The  same  classification  holds  good  for  the  statues  of  Roman 
womeUy  many  of  which  are  of  great  interest  and  beauty.  The  female 
members  of  the  Imperial  family,  who  play  so  great  and  generally  so 
sinister  a  part  in  Roman  history,  are  represented  in  the  attitude  and 
costume  of  common  life,  as  well  as  in  ideal  and  godlike  forms, 
and  we  have  splendid  representatives  of  both  these  classes.  Of 
the  former  no  better  example  can  be  found  than  the  graceful  and 
majestic  figure  of  the  elder  Agrippina  (fig.  264) ;  of  whose  high  and 
somewhat  impetuous  spirit,'  tempered  and  turned  to  good  by  her 
impenetrable  purity  and  conjugal  love,  and  of  whose  guileless  nature,® 
unhappy  life,  and  early  death  the  great  historian  has  given  such  an 
interesting  and  pathetic   picture.     Her   powerful   and  vigorous   yet 

*   Plin.  xxxiv    10.  ^  McUboec,  Deus  nobis  haec  otw  fecit ; 

2  O.  MiiUer,  Arch,  d.  K.  Sec.   199.  5.  ,  Namquc  crit  illc  mihi  semper  Deus. 

■  Hor.  Od.  iii.  S-  2:—  Qonx,  a  coin  of  Hadrian. 

*  *  Paullo  commotior  nisi  quod  castitate  ct 
Przsens  divus  habebitur                      mariti  amore  quamvis  indomitum  animum  in 

^r^rio.'^S'a'elbufc.rpi'^is.  bonum  vertebaf.'-Tac  Annal.  ii.  43. 

•  *  Simulationum   nescia.   —  IbU.    i.    33 
Conf.  iv.  5.  25.     Virg.  EcL  i.  6  :—                      Conf.  iv.  52,  53,  54. 
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elegant  form,  completely  robed  from  neck  to  feet  in  the  long  tunic, 
with  the  chlamys  over  the  knees,  rests  in  an  easy  and  grace- 
ful attitude  on  a  chair.  The  outstretched  and  crossed  legs  denote 
complete  repose,  but  it  is  not  the  repose  of  habitual  self-indulgence  or 
listlessness.  The  proud  and  stately  bearing  of  the  finely  shaped  head 
bespeaks  the  innate  greatness  of  mind  which  enabled  her  to  take  on 
herself  the  duties  of  a  general,  to  rebuke  the  timidity  of  the  less 
heroic  meti  who  would  have  broken  up  the  bridge  over  the  Rhine,  to 
encourage  and  reward  the  victorious  legions  of  her  husband  by  her 
thanks  and  praises,  and  to  minister  with  her  own  hands  to  the  wants 
of  the  sick  and  wounded.  It  is  altogether  a  noble  work  of  art,  and, 
always  excepting  the  matchless  Olympian  dames  of  the  Parthenon 
pediment,  who  are  not  P^^   264 

of  this  world,  we  know 
of  no  draped  reclining 
female  form  in  sta- 
tuary in  which  the 
mingled  grace  and 
dignity  and  the  aris- 
tocratic refinement  of 
the  high-born  lady 
are  better  pourtrayed. 
Analogous  to  this  ad- 
mirable work  are  : 
the  affecting  statue  at 
Naples,  of  the  younger 

,         .^.         ^,  .,  AGRIPl'INA   THE   ELDER, 

Agrtpptna.tne  mother 

of  Nero,  at  an  advanced  period  of  life  ;  and  the  statue  oi  Livia  (?),  the 

wife  of  Augustus,  in  the  Museo  Torlonia,  in  the  Lungara  at  Rome.* 

The  refined  taste  in  dress  displayed  in  these  figures,  and  in 
other  works  of  the  Roman  period — e.g.  the  so-called  Pudicitia  of 
the  Vatican — carries  us  back  to  the  golden  age  of  Greek  art.  That 
the  noble  and  graceful  drapery  which  we  meet  with  in  sculpture  was 
in  actual  use  is  proved  by  the  exquisite  draped  figures  of  ladies  in 


'  Publ,  in  Mon,  <i.  Inst,  Vol.  xi.  Tav.  ii, 
U  U 
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terra  cotta  from  Tanagra  and  other  places,  which  belong  to  the  best 
period  of  Greek  art  (fig.  265). 

Among  the  portrait  busts  of  Roman  ladies  deservedly  celebrated 
for  their  beauty  is  the  so-called  *  Clytie'  bought  in  1772  at  Naples  by 
Townley,  and  now  in  the  British  Museum.*  The  name  is  arbitrarily 
given  to  it  because  it  rises  from  the  leaves  of  a  sunflower,  into  which 
Ovid'  relates  that  the  lovelorn  maiden  Clytie  was  transformed.  It 
F,G.  265.  ^s  quite  unnecessary  to  look  for  a  mytho- 

logical explanation  of  this  pretty  motif, 
the  object  of  which  is  purely  decorative, 
designed  to  give  the  charming  head  the 
appearance  of  a  flower  rising  out  of  its 
calyx. 

The  great  ladies  of  Rome,  like  their 
fathers  and  husbands,  were  frequently  in- 
vested   with    various    forms    and     attri- 
butes of  divinity.    A  striking  example  of  a 
deified  woman  is  the  noble  statue  of  some 
unknown  Empress  in  thefonn  of  jfuno,  in 
the  Capitoline  Museum.     Livia,  the  wife 
of  Augustus,  apf)ears  as  Ceres  ;  Julia,  his 
daughter,  as  Cora  (Proserpine)  or  Flora; 
Domitia  as  Diana,    It  was  not  until  after 
Hadrian's  time  that  the  ladies  of  the  im- 
sTATL  ETTE  OF  TERRA-coTTA.      p^^ial  court  wcrc  sufficicntly  *  enlightened ' 
to  allow  themselves  to  be  represented  in  the  form  of  Venus.    In  such 
cases  the  end  was  certainly  not   satisfactory  enough   to  justify  the 
means,  for  the  poor  prosaic  face  and  absurd  coiffure  of  the   latest 
fashion  present  a  startling  contrast  to  the  ideal  forms  of  the  nude. 
Among  the  best  known  examples  in  the  Vatican  are :  the  statues  of 
Julia  Soamias,  mother  of  Heliogabalus,  with  a  moveable  perruque;' 
Sallustia*  wife  of  Lucius  Verus  ;  and  Saiina,  wife  of  Hadrian,  in 
transparent  drapery,  with  the  apple  of  Paris  in  her  hand.* 


*  Ellis,  Tmmiley  Gall.  ii.  p.  20.  ■  Visconti,  Pio.  CI.  ii.  51. 

'•'  Met.  iv.  269  :—  *  Ibid.  52. 

IIU  sunm,  quamvis  radice  teneiur,  '  Chiaramonti  Gall.  Vatican,  No.  546. 
Vertitur  ad  Solem  muiataque  servat  amoreni. 


Digitized  by 


Google 


ANTTNOUS.  659 


CHAPTER   LV. 

PORTRAIT  SCULPTURE 

(Continued). 

Antinous. 

The  story  of  Antinous  throws  a  strange  and  lurid  light  on  the  im- 
becility and  corruption  of  the  Roman  world,  which  not  only  awarded 
divine  honours  to  its  Emperors  after  death,  but  received  a  god  at  the 
hands  of  a  living  Emperor  in  the  person  of  an  obscure  Bithynian 
youth. 

Among  the  plastic  representations  of  the  second  century  of  our 
era,  the  only  one  which  possesses  any  real  novelty  or  originality  is 
that  of  this  favourite  of  Hadrian.  In  this  well-known  figure  we  have  a 
new  type  which  has  no  antecedents  in  earlier  art,  and  does  not  seem  to 
have  been  further  developed  at  a  later  period.  But  though  it  thus 
stands  alone,  it  can  hardly  be  said  to  be  the  new  ideal  creation  of  the 
unknown  artist — it  is  simply  the  more  or  less  idealised  portrait  of  a 
real  individual. 

Little  is  known  of  the  short  career  of  Antinous  beyond  the  ex- 
travagant affection  shown  him  by  the  Emperor  Hadrian.  He  was 
born  of  unknown  parents  in  Bithynium  *  (or  Claudiopolis)  in  Bithynia, 
and  was  brought  very  early  in  life — probably  on  account  of  his  re- 
markable beauty — to  the  imperial  court  at  Rome.  He  immediately 
attracted  the  attention  of  the  Emperor,  whose  inseparable  companion 
he  became,  and  with  whom  he  travelled  through  the  eastern  portion 
of  the  Roman  Empire.  Among  other  countries  they  visited  Egypt, 
which  possessed  strong  attractions  to  a  lover  of  antiquity  and  mystery 


*  There  is  a  coin  of  Bithynium,  where       ©EON.     On  the  reverse  are  a  herdsman  and 
Hadrian  was  born,  bearing  the  head  of  An-       a  bull. — Eckhel,  vi.  528. 
tinous  with  the  legend  H  nATPI5  ANTINOON 
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like  Hadrian.  During  an  excursion  on  the  Nile,  in  the  year  of  Grace 
130  or  132,  Antinous  was  drowned — by  accident,  as  the  Emperor  re- 
ported in  his  letter  to  the  Senate,  but  in  all  probability  by  an  act  of 
self-devotion.*  The  Magi,  glad,  no  doubt,  to  have  an  opportunity  of 
making  themselves  important  in  the  eyes  of  their  master,  had  predicted 
danger  to  Hadrian's  life,  and  demanded  a  substitute,  as  the  only 
means  of  prolonging  it.  Such  a  prediction  would  take  great  hold  on 
Hadrian's  superstitious  mind,*  and  the  more  real  and  near  the  peril 
seemed  to  his  fears  the  greater  in  his  eyes  was  the  merit  of  Antinous, 
who  voluntarily^  as  was  said,  appeased  the  dark  powers  of  fate  by  the 
sacrifice  of  his  young  life  and  brilliant  prospects.  The  gratitude  and 
regret  of  the  Emperor  were  unbounded,  and  no  doubt  sincere.  He 
summoned  the  whole  world  to  sympathise  with  his  grief,  and  to 
pay  divine  honours  to  the  glorious  martyr  of  devoted  loyalty.  The 
town  of  Besa,  in  the  Thebais,  near  which  Antinous  was  drowned,  re- 
ceived the  name  ol  Antinoopolis,  and  was  rebuilt  in  the  Grecian  style. 
Temples  were  erected  for  his  worship  both  in  Egypt  and  Greece  ; 
oracles  were  delivered  in  his  name ;  games  instituted  in  his  honour ; 
and  countless  statues  of  him  set  up  in  every  part  of  the  Empire.  His 
departed  soul  appeared  in  the  shape  of  a  new  star  (between  Aquila 
and  the  Zodiac),  which  still  bears  his  name.  Pausanias,  in  speaking 
of  him,  says,  *  I  never  saw  Antinous  alive,  but  I  have  seen  statues  and 

pictures  of  him There  is  a  house  in  the  Gymnasium  of  the 

Mantineans  which  contains  statues  of  Antinous  ....  and  many  pic- 
tures of  him,  mostly  in  the  form  of  Dionysus.'  But  he  was  also  repre- 
sented under  the  form  of  Pythius  Apollo,  Hermes,  Heracles,  Aristaeus, 
Ganymede,  and  Agathodaemon.  Many  of  these  have  been  preserved, 
and  Levezow^  treats  of  no  less  than  ten  statues  and  eighteen  busts,  most 
of  which  were  discovered  in  the  ruins  of  Hadrian's  Villa  at  Tivoli.  Of 
the  statues  the  most  noteworthy  are :  the  colossal  figure  of  Antinous- 
Bacchus  in  the  Vatican  Museum^  and  the  Antinous  Hermes  (fig.  266) 


'  Dio  Cassius,  Ixix.  1 1  j    rfr'  olv  cij  rhv  who  calls  him  *  misellum  Archemonim.' 
NciXoy  ifiwfffifv  its  *A9puiphs  ypwpti  (to  the  *  Dio  Cassius,  ibid,  rd  re  7^^  &AAa  wtpitp- 

Senate,  c.  2,   or  in  his  life,  Spartian.  c.  16)  y6raros^k.lpMvhs&imp^Xxoviyivtroita^iJuatm' 

ftrc    irol    UpovpyiiBtlst    &s   ^   oA^tff ta   Ix'**  •'•^a«  koX  fAayyayeitus  rt  wayroiawais  ^XP^^^- 
Conf.  Spartian.   Hadrian^   14,   and   Aurel.  ■  K.    Lcvezow,    uber   d,   Antinous^  &c, 

Vict.  14,  and  Tcrtullian  (de  Cor,  Mil.   13),  Berlin,  1808. 
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in  the  Capitol.     The  finest  busts  are :  one  in  t/ie  Sala  Rotonda  of 
the  Vatican  ;   tlu  A  ntinous   Mondragone  in  the  y\g,  266. 

Louvre  \  and  the  magnificent  alto-rilieifo  bust  in 
the  Villa  Albani  (fig.  267).  All  these  works 
show  the  same  very  peculiar  features  by  which 
the  most  casual  observer  cannot  fail  to  recog- 
nise the  unhappy  favourite  of  Hadrian.  The 
skull  is  of  great  breadth,  the  forehead  low  and 
prominent,    and    shaded   by   clusters   of    locks.  * 

The  eyes  are  deep  set  and  half  closed,  and  the 
cheeks  and  chin  are  full  and  round.  The 
broad  and  highly  arched  chest  gives  an  appear- 
ance of  robust  strength,  which  is,  however, 
marred  by  the  eflfeminate  fullness  and  softness 
of  the  limbs.  But,  after  all,  the  most  striking 
characteristic  of  Antinous  is  the  pensive  incli- 
nation of  the  head,  and  the  fixed  dreamy  gaze 
of  the  half-closed  eyes.  The  singular  expression 
of  the  face  has  been  accounted  for  by  supposing  antinous  as  hermes. 
that  he  is  gazing  with  mysterious  foreboding  on  the  waves  which 
were  soon  to  flow  over  his  life-  Pio   267. 

less  body.*  Such  an  explanation, 
however  ingenious  and  pleasing, 
seems  hardly  justified. 

It  is  difficult  to  analyse  the 
feeling  which  this  strange  being, 
so  unlike  anything  else  which 
we  have  met  with  in  Greek  or 
Roman  art,  excites  in  the  be- 
holder. He  is  young,  beautiful, 
and  strong,  but  the  contempla- 
tion of  his  youth  and  strength 
and  beauty  does  not  yield  us 
unmixed  pleasure.     Nor  does  the  relief  in  villa  albani. 

*  Welcker,  A««j/-/l/r/j«/w2«^<ww,  p.  53:  Weihung,  da  er  (wie  Goihe's  Fischer)  stair 
'  £s  ist  denkbar  dass  der  Kiinstler  den  An-  aiif  die  Wellen  blickt  die  ihn  aufnehmen 
tinous    fasste    in    dem    Augenblick    seiner      sollen.' 
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strange  sadness  of  the  face  call  forth  that  not  unpleasing  sympathy 
with  which  we  regard  the  *  beaux  chagrins^  the  *  sweet  sorrows  *  of 
youth,  which  we  know  will  pass  away  like  clouds  in  April.  The  look 
of  Antinous  is  one  of  an  almost  sullen  despair ;  it  betrays  a  morbid 
condition  of  the  mind,  and  produces  an  undefined,  incongruous,  and 
almost  painful  impression  upon  us. 

The  colossal  statue  of  Antinous-Bacchus  in  the  Vatican,  referred 
to  above,  was  discovered  in  Palestrina  (or  Hadrian's  Villa  ?)  in  the 
beginning  of  last  century  by  Gavin  Hamilton,  and  has  been  lately 
removed  from  the  Lateran.  The  garment,  probably  of  bronze,  which 
wrapt  the  middle  of  the  body,  was  missing,  and  was  restored  in 
marble  by  Pierre.  The  pine-cone  on  the  crown  of  the  head,  and 
the  thyrsus  in  the  left  hand,  are  also  restorations.  In  his  character  of 
Bacchus  he  wears  the  long  locks  appropriate  to  the  God,  and  the  ivy 
crown,  which  the  artist  has  elaborated  with  the  greatest  care  and 
skill.  In  some  respects  the  Bacchus-type  seems  to  be  peculiarly 
suited  for  the  ideal  representation  of  the  deified  Antinous,  who,  like 
the  God,  was  young  and  beautiful,  pleasure-loving  and  luxurious,  yet 
subject  to  melancholy.  But  how  different  is  the  romantic  dreamy 
sadness — 

*  Sad  as  night  for  very  wantonness ' — 

which  is  only  one  form  of  youthful  enjoyment,  in  the  face  of  Bacchus 
from  the  dark  hopeless  brooding  of  this  victim  of  a  gloomy  supersti- 
tion ! 

The  Statue  of  Antinous  in  the  Capitol.  The  designation  given 
to  this  statue,  from  the  likeness  which  it  bears  to  other  heads 
of  the  same  hero,  might  perhaps  be  disputed  on  account  of  the 
short  curly  hair,  and  the  manner  in  which  the  iris  of  the  eye  is 
marked.  But  he  probably  appears  here  in  the  character  of  Mercury 
(fig.  266). 

The  Bust  of  Antinous  in  the  Louvre^  known  by  the  name  of 
Mondragone,  a  Villa  in  Frascati,  is  perhaps  the  finest  of  the  many 
heads  of  the  beautiful  Bithynian.  The  hair  is  arranged  under  a 
fillet  or  taenia  in  a  manner  which  is  not  unknown  in  Greek  works, 
and  it  is  evident,  from   the   holes   round    the   head,  that   a   metal 
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garland  once  encircled  it.  The  eyes,  which  are  now  wanting, 
were  separately  formed  of  onyx  or  ivory,  and  let  into  the  eye-holes. 
Winckelmann  *  is  loud  in  his  piaises  of  this  beautiful  bust,  and 
points  out  more  especially  the  skilful  treatment  of  its  colossal  pro- 
portions, and  the  exquisite  elaboration  of  the  hair,  which,  he  says,  is 
unrivalled  in  the  whole  of  antiquity.*  On  either  side  hang  two  long, 
and  some  shorter  and  thinner,  locks  of  hair,  such  as  are  found  on 
heads  of  Dionysus.  In  this  case,  too,  the  head  was  encircled  by 
a  garland  of  ivy  or  vine-leaves,  of  which  only  the  leafless  stalks 
remain. 

The  well-known  and  very  beautiful  Relief-bust  in  the  Villa  Albania 
found  in  Hadrian's  Villa  at  Tivoli,  probably  belonged  to  a  larger 
composition.  Winckelmann  thought  that  it  represented  the  consecra- 
tion of  Antinous  as  a  charioteer  ascending  Olympus,  but  this  inter- 
pretation hardly  suits  the  position  of  the  figure.  The  left  hand 
probably  held  a  garland,  but  what  the  lost  attribute  was  intended  to 
denote  we  are  at  a  loss  to  conjecture.  This  bust  is  peculiar  in  one 
respect,  that  it  represents  Antinous  in  his  own  character  and  not,  as^ 
usual,  in  that  of  a  god. 

There  is  also  a  Bacchic  bust  of  Antinous  in  the  British  Museum, 
and  a  statue  in  the  Egyptian  style  in  the  Augusteum  at  Dresden, 
and  many  others,  all  of  which  will  be  found  in  the  work  of  Levezow. 

Sarcophagi. 

Even  the  age  of  the  Antonines  had  its  own  peculiar  growth 
and  development  of  plastic  art,  which  testifies  to  its  extraordinary 
vitality — we  mean  the  relief  decorations  of  those  stone  coffins,  which 
under  the  name  of  Sarcophagi  have  come  down  to  us  in  such 
extraordinary  numbers.  In  the  early  history  both  of  Greece  and 
Rome  we  find  the  customs  of  burying  the  dead  generally  prevalent ; 
nor  did  the  practice  ever  become  entirely  obsolete.     Socrates  speaks 

*  Kunslgcsch,  xii.  I.  17.  Kunst   dieser  scnvohl  als   oiler  Zeittn  sind 

•  Winckelm,  K,'G.  xii.  1.  17,  18.  He  zrwaBildnissedesAnttnous^diiism^txYiohcn 
says  that  both  heads  were  garlanded  with  the  ^earbeitet  in  der  Villa  Albani,  das  andere 
lotus.  Such  garlands  were  called  Antinoeia  at  ein  kolossalischer  Kopf  in  der  Villa  Mondra- 
Alexandria.     *  Die  Eli  re  umi  die  Krone  der  gone.* 
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of  it  as  uncertain  whether  his  body  would  be  buried  or  burned.  In 
the  first  century  of  the  Roman  Empire,  with  which  we  are  now  more 
immediately  concerned,  the  burning  of  bodies  was  the  prevailing, 
though  not  the  exclusive  custom,  and  it  was  not  until  the  time 
of  the  Antonines  that  burying  became  once  more  general*  It  was 
from  this  period,  too,  that  the  great  majority  of  Sarcophagi  have 
come  down  to  us,  most  of  which  are  profusely  adorned  with  plastic 
ornament 

The  Sarcophagus  was  a  large  stone  coffin,  capable  of  holding 
one  or  two  bodies  {bisomuni).  It  derived  its  name  (flesh-eater) 
from  having  been  first  made  of  a  stone  found  at  Assos,  in  the 
Troas,  which  is  said  to  have  consumed  all  the  body  but  the 
teeth  in  the  course  of  forty  days.^  The  relief  ornament  on  the 
Sarcophagi,  which  were  hewn  from  a  single  block,  was  generally 
confined  to  the  front  and  the  two  narrow  ends,  although  in  some 
few  cases,  as  in  the  Fugger  Amazon- Sarcophagus  in  the  Belvedere 
Museum  at  Vienna,  all  four  sides  are  similarly  adorned. 

From  what  has  been  said  above,  and  especially  from  the  very 
late  origin  of  nearly,  though  not  quite,  all  the  Sarcophagi  which  we 
possess,  we  cannot  of  course  look  for  any  high  degree  of  artistic 
merit  in  the  sculptures  which  adorn  them.  Yet  some  of  the  designs 
bespeak  and  embody  the  deepest  and  noblest  feelings  and  aspira- 
tions of  our  nature.  *  A  whole  cornucopiae  of  poetic  flowers  has 
been  poured  out  in  the  Roman  sarcophagi  over  the  resting-places  of 
the  dead.' « 

The  subjects  of  the  great  majority  of  Sarcophagus  reliefs  are 
either  mythological  or  allegorical,  and  indicate  an  analogy  between 
the  fate  of  the  deceased  and  some  person  renowned  in  fable.  This 
analogy  is  often  of  the  most  general  kind,  as,  for  example,  where  the 
race  of  life  is  signified  by  the  chariot  race  of  Pelops  and  Oinomaus^ 
or  by  a  race  of  tvinged  Cupids ;  or  where  the  toils  and  hardships, 
the  struggles  and  dangers,  of  human  existence,  are  represented  by 


'  Lucian  speaks  too  loosely  when  he  says  name  was  subsequently  applied   indiscrim- 

that   the  Greeks  burned  and  the   Persians  inately  to  all  stone  coffins.     Conf.  Juvenal, 

buried  their  dead.  x.  170,  *  Sarcophago  contentus  est.* 

s  Plin.  N.  H.  ii.  98  and  xxxvi.  27.     The  »  Feuerbach,  Vatican,  Apailo,  p.  317, 
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the  battle  of  the  Amazons  and  t/ie  Centaurs^  in  which  case  free  use 
is  made  of  the  Phigaleian  and  Halicarnassian  friezes.  In  other 
scenes  nothing  more  seems  indicated  than  the  sudden  violence 
with  which  the  young  and  the  happy  are  snatched  away  by  death 
from  the  enjoyments  and  the  hopes  of  life ;  as,  for  example,  the 
Rape  of  Proserpine  from  the  flowery  fields  of  Enna  ;  the  Rape  of  the 
daughters  of  Leucippus  by  the  Diosairi ;  the  much  lamented  Death 
of  the  beautiful  Adonis^  and  the  Massacre  of  the  blooming  Niobids} 
The  very  frequent  representations  of  Bacchanalian  myths  may  have 
both  a  merely  superficial  import,  as  signifying  the  tumultuous  joys  of 
the  past  life ;  or  a  deeper  meaning,  in  connexion  with  the  mysteries 
of  the  Dionysiac  worship,  and  the  hopes  of  awakening  to  a  new  life  of 
pleasure. 

In  a  few  motifs^  however,  the  reference  to  the  immortality  of 
the  soul,  and  to  the  iraKi'y'^svBala,  or  new  birth  to  a  better  and 
more  enduring  life,  is  more  certain  and  direct.  Among  these  are  the 
story  of  A/cestiSf  whose  self-devotion  for  her  dastardly  husband  was 
rewarded  by  restoration  to  the  upper  world  ;  the  beautiful  myth  of 
Endymion  and  Diana^  in  which  soft  slumber  is  followed  by  a  joyful 
awakening  in  the  arms  of  the  beloved  ;  the  story  of  Protesilaus 
and  his  devoted  wife  Laodameia ;  and,  above  all,  in  the  touching 
legend  of  Eros  and  Psyche^  in  which  long  separation,  with  trial  and 
suffering,  is  followed  by  reunion  in  a  state  of  perfect  love  and 
never-ending  bliss. 

Our  limits  will  not  allow  us  to  pursue  this  subject,  although  it 
derives  an  especial  interest  from  its  intimate  connexion  with  Christian 
ideas  and  Christian  art.  It  must  suflfice  to  say  that  the  whole  of 
mythology  is  ransacked  to  find  types  for  the  expression  of  every 
phase  of  feeling  connected  with  death  alone,  or  with  death  as  the 
passage  to  new  life. 

Among  the  best  known  and  most  beautiful  Sarcophagi  are  the 

Amazon-sarcophagus  in  Vienna^  referred  to  above,  the  reliefs  of 
which  are  so  excellent,  both  in  design  and  execution,  that  writers 


'  Vide  the  Nlobid  Sarcophagus  in  the  Pio.  Clem.  Mus.  of  the  Vatican. — Viscnnti,  Mus. 
Pio.  CUm.  iv.  pi.  17. 
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have  been  misled  to  claim  for  them  a  Greek  origin,  and  to  assign  them 
to  the  age  of  Praxiteles,  or  to  even  an  earlier  period.  It  is  too  evident 
that  the  artist  has  made  use  of  the  sculptures  of  the  Mausoleum  to 
allow  of  our  entertaining  this  opinion. 

The  Niobid' Sarcophagus  in  the  Vatican,  the  remarkable  feature  of 
which— as  of  all  the  sarcophagi  with  the  same  motifs  when  compared 
with  the  Florentine  group — is  that  Niobe  herself  is  in  no  way  made  a 
prominent  figure. 

The  Bacchus-sarcophagus  in  the  Capitol,  on  which  are  represented 
Nymphs  bathing  the  infant  Bacchus,  and  amusing  him  with  the  clash 
of  the  cymbals.  The  peculiar  feature  of  these  reliefs,  which  space 
will  not  allow  us  to  describe  more  exactly,  is  the  admixture  of  the 
comic  element  in  the  central  scene,  where  Silenus  is  whipping  a 
little  Satyr  boy^  while  in  the  background  an  old  Satyr  is  stealthily 
sipping  wine. 

Other  favourite  subjects  for  Sarcophagi  are  the  Rape  of  the 
daughters  of  Leucippus  by  the  Dioscuri  (Vatican)  ;  Achilles  %vith  the 
daughters  of  Lycomedes  ;  Achilles  and  the  Amazons  (Mus.  Pio.  Clem.) ; 
Hippolytus  and  Phcedra  (St.  Petersburg  and  Lateran,  Rome)  ;  Apollo 
and  Marsyas  (Paris) ;  Marine  Gods  and  Goddesses  (Corsini  Pal. 
Rome) ;  Venus  and  Adonis  (Lateran)  ;  Battle  of  Gods  and  Giants 
(Vatican)  ;  and  Tritons  and  Nereids  ;  Endymion  and  Selhti ;  Dancing 
Mcenads ;  Meleager ;  the  Bacchanalian  thiasos  with  an  elephant 
chariot ;  Apollo  and  Marsyas ;  Marine  monsters ;  Drunken  Erotes  ; 
Ulysses  and  the  Syrens — all  in  the  Lateran  Museum. 

We  may  remark  in  conclusion  that  though  a  few  of  the  Sarco- 
phagus reliefs  are  beautiful  and  interesting  in  their  conception  and 
composition,  and  occasionally  show  a  considerable  degree  of  technical 
skill,  the  figures  of  which  they  are  composed  are  almost  invariably 
copied  from  earlier  types. 
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Statues  of  Foreign  Deities. 

It  is  a  constantly  recurring  phenomenon  in  the  religious  history  of 
mankind  that  when  the  streams  of  religious  faith  and  sentiment  leave 
their  natural  and  accustomed  channels,  they  either  lose  themselves 
in  the  stagnant  pools  of  indifference  and  unbelief,  or  plunge  wildly 
into  the  hidden  depths  of  mysticism  and  superstition.  The  Romans 
of  the  declining  Empire,  depraved  by  luxury  and  slavery,  having  left 
*  the  old  paths '  in  which  their  fathers  had  walked,  delighted  to  follow 
up  the  intricate  and  winding  mazes,  to  search  out  the  dark  and 
gloomy  caverns  and  the  secret  and  ghostly  chambers  of  the  Oriental 
mind.  During  the  earlier  and  nobler  part  of  their  history,  both  Greeks 
and  Romans  looked  with  mingled  contempt  and  dread  on  the  gloomy 
superstitions  of  Egypt  and  Assyria,  as  only  fitted  for  barbarians  and 
slaves.  But  in  spite  of  the  resistance  of  the  Roman  Government,  the 
cults  of  these  and  other  countries  gained  a  firm  footing  among  the 
dregs  of  the  populace — that  colluvies  gentium  which  seethed  and 
festered  in  Rome,  the  great  centre  and  capital  of  the  world. 

The  principal  Gods  of  Egypt  were  not  unknown  in  Greece  even  at 
an  early  period  of  its  history,  but  they  were  looked  upon  as  modifica- 
tions of  Grecian  deities,  and  were  represented  in  Greek  forms,  under 
which  they  passed  with  other  types  into  the  Roman  Pantheon.  Among 
the  best  known  of  these  were  Osiris  and  Isis,  the  former  probably 
representing  the  Nile  as  the  fructifying  power  on  which  the  fertility 
of  the  country  def)ended,  and  the  latter  the  land  of  Egypt  itself—  the 
Consort  of  the  sacred  river.  *  These,*  says  Herodotus,'  *  were  the  only 
Gods  worshipped  by  all  the  Egyptians.'  The  other  Egyptian  deities 
known  to  the  Greeks  and  Romans  were  Sarapis,  and  Horus,  the 
Egyptian  Sun-god,  who  is  identified  with  HarpocrateSy  the  youngest 
son  of  Osiris  and  Isis. 

It  is  not  necessary  in  this  place  to  inquire  into  the  original 
character  and  functions  of  these  Gods  as  they  presented  themselves 
to  the  minds  of  the  Egyptians  themselves.     We  are  chiefly  concerned 


'  ii.  42. 
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with  them  as  they  appear  in  a  modified  form  in  Greek  and  Roman 
art.  According  to  Herodotus,  Osiris  was  identified  with  Dionysus, 
Isis  with  Demeter,  and  Horus-Harpocrates  with  their  son  Apollo.' 
We  know  little  of  the  worship  of 

OsiriSy  although  he  was  nominally  the  chief  God  of  the  Egyptians, 
and  representations  of  him  in  art  are  extremely  rare.  The  worship 
of 

IsiSy  on  the  other  hand,  was  widely  spread  both  in  Greece  and 
Rome,  and  Pausanias  gives  a  full  account  of  the  rites  with  which  she 
was  honoured  at  Tithorea,  about  eighty  stadia  from  Delphi,  where  a 
iravrffvpi,9  (high  festival)  in  her  honour  was  celebrated  in  spring  and 
autumn.  *  They  say  that  the  Egyptians  celebrate  the  festival  of  Isis 
in  that  part  of  the  year  in  which  she  bewails  Osiris,  and  that  then  the 
Nile  begins  to  ascend  ;  and  that  it  is  by  her  tears  that  the  Nile  is 
caused  to  increase  and  to  irrigate  the  fields/'*  It  is  said  that  her 
worship  was  introduced  into  Rome  in  the  time  of  Sulla'  Decrees 
of  the  Senate  were  passed  in  the  years  58,  53,  and  50  RC.  pro- 
hibiting the  worship  of  the  Goddess  inside  the  walls  of  Rome  ;  and 
yet  as  early  as  43  B.C.  we  find  the  Triumvirs  currying  favour  with  the 
people  by  allowing  a  temple  of  Isis  and  Sarapis  to  be  built  in  the 
third  Region  of  the  city  itself.  Frequent  references  to  the  worship 
of  Isis  may  be  found  in  the  Roman  poets,  which  testify  to  the  pre- 
valence and  popularity  of  her  worship.^  The  statues  in  the  costume 
of  Roman  prietesses  of  Isis  are  probably  intended  for  the  Goddess 
herself  One  of  these  in  the  Capitoline  Museum  at  Rome  is  well 
known.  She  is  veiled,  and  an  ornament,  consisting  of  a  moon 
surmounted  by  a  lotus-flower,  rises  from  her  forehead.  In  one 
hand  she  holds  the  situla  (hydria,  pitcher)  which  contained  the 
sacred  water  of  the  Nile,  and  in  the  other  the  sistrum  (the  sacred 
rattle),  to  which  Virgil  and  other  writers  sarcastically  refer  as  the 
weapon  of  Cleopatra.  One  of  the  best  examples  was  found  in  Naples, 
and  is  now  in  Vienna.    The  nude  parts  of  the  Viennese  statue  are  in 


»   Herod,  ii.  42,  59,  156.  (^ui^  t^^  nunc  Isis  mihi  Delia,  quid  mihi  prosnat 

^  Pausan.  X.  32.  Ilia  tua  toties  sera  repuUa  manu  ? 

\  ^^"\^,''"'  ^^'^'  ''*•  ^^^'  Juvenal,  xii.  28  :- 

TlbuIIus,  1.  3.  23  :—  Pictores  quis  rescit  ab  Iside  pasci  ? 
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white  marble,  the  drapery  in  black  marble.  The  general  characteristics 
of  the  Isis  figures  are  the  stiffly  folded  tunic,  the  fringed  upper  gar- 
ment, gathered  together  in  a  knot  between  the  breasts.  Above  the 
forehead  is  a  crescent  and  a  flower— perhaps  of  the  lotus  ;  and  the  hair 
in  this   and   other   examples   is   elegantly  braided    in    long   tresses 

(fig.  268). 

Horus  was  regarded  by  the  Greeks  and  Romans  as  tite  God  of 
Silence,  and  was  said  to  have  been  born  with  his  ^m^   268 

finger  on  his  mouth. 

Quique  premit  vocem,  digi toque  silentia  suadet.^ 

It  is  very  doubtful,  however,  whether  this  view 
of  his  nature  is  the  correct  one.  In  the  opinion 
of  many  writers  the  finger  on  the  lip  and  the  lock 
of  hair  on  the  forehead  arc  intended  to  characterise 
his  relation  to  his  parents,  Osiris  and  Isis,  as  the 
Child?  He  is  identified  with  Harpocrates  and 
Apollo,  and  became  king  of  Egypt  after  his  father's 
death.'  We  find  him  represented  chiefly  in  small 
bronze  statuettes  which  served  as  amulets. 

Sarapis   appears   to   have    been    the  Egyptian 
god  of  the  dcad,^  and  he  had  temples  at  Memphis 
and    Racotis,    on    the    site   of  which    Alexandria 
was  built.    The  first  Ptolemy,  in  consequence   of 
a  vision,  ordered  the  ancient  image  of  Zeus-Pluto, 
bearing    its    appropriate   attributes — the   chthonic       statue  of  isis. 
serpent  and  the  hell-hound  Cerberus — to  be  brought 
from  Sinope  to  Alexandria,  where  it  was  immediately  called  Sarapis.*^ 
There  is  a  fine  statue  of  Zeus-Sarapis  in  the  Chiaramonti  Gallery  of 
the  Vatican,  with  the  features  of  Jove,  but  with  hair  drooping  over 
the  forehead,  and  of  gloomy  aspect.     There  is  another  Zeus-Sarapis 
with  the  modius  on  his  head  in  the  Villa  Albani  (No.  246).     Sarapis 
was  little  known  before  the  time  of  Alexander. 


*  Ovid,  Met.  ix.  891.  Osir.  Apollodorus  (ii.  4.  10)  says  that  Apis 
'  Bninn,  Beschr.  d.  Glyptoihck.  (son  of  Phoroneus  and  Laodice)  having  been 
■  Herod,  ii.  144,  156.  slain,  was  regarded  as  a  god,  and  worshipped 

*  Julian,  Imp.  Oral.  iv.  under  the  name  of  Sarapis. 

*  Tac.  Hist,  iv.  25.     Plutarch,  de  /side  ct 
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Anubis,  another  son  of  Osiris,  is  said  to  have  been  represented 
with  a  dog's  head,  to  signify  that  he  performed  the  same  offices  for 
his  father  as  a  dog  for  his  master. 

Cum  qua  latrator  Anubis.' 

The  worship  of 

Syrian  Gods,  which  was  introduced  by  Nero,  and  especially 
favoured  by  Septimius  Scverus,  never  became  so  popular  in  Rome  as 
that  of  the  Egyptian  deities,  and  representations  of  them  are  rare  in 
Greek  and  Roman  art. 

T/ie  Great  Syrian  Goddess,  allied  in  her  character  and  functions 
to  the  Magna  mater  (Rhea,  Cybele)  of  the  Greeks  and  Romans,  was 
represented  sitting  on  a  lion. 

ZeuS'Belos  was  a  modification  of  Baal,  the  chief  deity  of  many 
Oriental  nations. 

The  Phrygian  A  tys,  the  priest  and  favourite  of  Cybele,  appears  to 
have  been  a  modification  of  the  Trojan  Paris,  and  was  represented  in 
the  character  of  a  shepherd.  Atys  appears  as  tlie  Sun-god  in  a  reclining 
statue  in  the  Lateran.  But  the  most  familiar  figure  among  all  the 
foreign  deities  is  that  of 

Mithras,  the  Sun-god  of  the  Persians,'  whose  cult  seems  to  have 
been  partly  Persian  and  partly  Assyrian.  His  worship  was  intro- 
duced into  Rome  at  the  end  of  the  Republican  period,  and  was 
widely  diffused  in  the  reigns  of  Domitian  and  Commodus.  We  have 
numerous  representations  of  him  as  a  Youth  kneeling  on  a  bull,  the 
head  of  which  he  is  drawing  back  with  his  left  hand  so  as  to  expose 
the  throat  to  the  knife,  which  he  holds  in  the  right.  Fine  specimens 
of  this  group — the  prototype  of  which  was  the  Nike  sacrificing  a 
Bull  executed  by  Menaechmus,^  in  the  period  of  the  Diadochi — may 
be  seen  in  the  Louvre  and  the  British  Museum.*     Mithras  is  softu- 


*  Ovid,  Mit.  ix.   690.     Conf.    Propertius,       Virgil,  ^n.  viii.  698 ;  Apuleius,    Jifef.    xL 

iii.  11.  39  : —  p.  262. 

Scilicet  incMli  meretrix  regina  Canopi  '  Xenoph.  vii.  5.  53.      Strabo,  XV.   732. 

•  *  •  *  •  •  ■  PI  n.  iV.  /^.  :    'Menicchmi  vitulus  genu 

Ausa  Jovi  nostro  latrantem  opponere  Anubim  ;  prcmitur  replicata  cervicc.  * 
and  Juvenal,  xv.  8 :  *  P'or  a  description  of  a  Mithriac  group 

Oppida  tola  cancm  vcncranlur  nemo  Dianam  ;  vide  Visconti,  P,   CL  vii.  7,  pi. 
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times  represented  with  a  lion's  fuad  (^Leontocephalus\  as  in  the  statue 
in  the  Chiaramonti  Gallery  (567)  of  the  Vatican. 

Aeon,  The  worship  of  this  god  was  introduced  with  that  of 
Mithras.  He  appears  to  have  been  a  composite  deity,  invested  with 
the  symbols  of  various  qualities — tlu  Lion's  head  indicating  strength; 
the  Wings  swiftness ;  the  Serpent,  the  faculty  of  reproduction  ;  tlie 
Stuffy  moderation  ;  the  Key,  mystery ;  Grapes,  fertility  ;  the  Cock, 
watchfulness ;  the  Hammer  and  Tongs,  labour.  It  is  curious  to 
observe  how  art,  in  the  weakness  and  confusion  of  mind  which 
mark  its  second  childhood,  has  recourse  to  the  same  symbolical 
mode  of  expressing  its  ideas  as  it  employed  in  the  first  infancy  of 
its  undeveloped  powers. 
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CONCLUSION. 

We  have  now  endeavoured  to  follow  the  career  of  Greek  Art  from  ft 
first  infancy  passed  in  the  swaddling  bands  and  leading  strings  c 
Oriental  nurses,  through  the  periods  of  vigorous  and  daring  youtl 
of  independent  and  glorious  manhood,  down  to  its  corruption  an< 
decline  in  the  bonds  of  Roman  masters.  We  claim  for  the  sub- 
ject a  very  high  and  hot  merely  an  artistic  interest ;  for  the  history  oi 
Greek  art  runs  parallel  with  the  history  of  the  Greek  people ;  that  is 
with  the  history  of  the  development  of  the  human  mind  as  exemplified 
in  the  career  of  the  most  gifted  race  of  the  ancient  world. 

The  real  genius  and  character  of  a  nation  may  be  best  learned 
from  a  consideration  of  the  way  in  which  it  employs  its  leisure — in 
other  words,  of  its  pastimes  and  amusements.     What  men  work  at 
is   generally  determined  by   influences   outside  themselves — by  the 
exigencies  of  human  life  in  general,  and  of  the  peculiar  position  in 
which  their  lot  is  cast.     But  when  men  play  they  follow  the  natural 
bent  and  predilections  of  their  minds  and  hearts.     The  Greeks  of  old 
had  more  leisure  than  any  other  European  race,  and  employed  it  in  a 
nobler  manner.     When  we  regard  them  from  this  point  of  view,  in 
how    favourable   a    light   do   they  appear,  as  compared  with  other 
nations  of  antiquity — for  example,  with  the  Romans.     Nothing  was 
more  popular  among  the  Greek  people  than  public  games,  and  the 
display  of  feats  of  strength  and  agility ;  and  manliness  (aper^)  was  their 
name  for  virtue.    But  nothing  was  so  abhorrent  to  them  as  the  bloody 
arena  of  the  Romans — the  enforced  contests  of  miserable  slaves  with 
slaves,  or  doomed  criminals  with  savage  beasts,  to  the  sight  of  which 
the  highest  and  the  lowest  of  the  Roman  people  rushed  with  intem- 
perate  delight.     Compare   the   eager  but  friendly  contests  of  rival 
athletes  at  Olympia  with  the  bloody  butcheries  of  the  Coliseum  at 
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Rome!— the  contrast  is  as  great  as  between  the  sublime  Odes  of 
Pindar  and  the  *  inhuman  shouts  which  hailed  the  wretch  who  won '  in 
the  gladiatorial  combat. 

And  therefore  it  is  that  we  can  read  a  true  history  of  the  Greek 
people,  not  only  in  their  literature,  but  in  their  plastic  monuments. 
Even  in  the  first  rude  age  which  produced  an  Apollo  of  Tenea  and 
the  Selinuntian  metopes,  there  are  signs  of  vigour  and  high  endea- 
vour after  independence  and  self-development ;  and  in  the  produc- 
tions of  the  Pluidian  age  we  see  the  faithful  reflex  of  the  nobility  of 
spirit  which  displayed  itself  at  Marathon  and  Salamis.  The  decline 
of  faith  and  patriotism,  the  loosening  of  religious,  pohtical,  and  social 
ties  consequent  on  the  long  and  demoralising  contests  of  the  Pelopon- 
nesian  War,  led,  as  we  have  seen,  to  the  disintegration  of  the  State  and 
the  growth  of  individual  license.  Released  from  all  bonds,  the  nobler 
spirits  developed  into  greatness,  but  the  mass  of  the  people  used  their 
freedom  in  an  eager  prosecution  of  selfish  interests  and  sensual  indul- 
gence. The  new  tendencies  incorporate  themselves  in  the  Younger 
Attic  School,  which  gave  appropriate  form  to  the  emotions  of  the 
heart,  and  made  beauty  and  grace  the  sole  objects  of  its  worship. 

In  the  next  period,  t/te  Alexandrian,  Greek  art  is  no  longer  purely 
Greek,  but  rather  Hellenic  in  the  widest  sense.  It  works  under  the 
control  of  the  gigantic  imperial  spirit  of  an  Alexander,  and  becomes 
above  all  things  colossal,  ostentatious,  sumptuous,  and  courtly.  Greek 
life  in  Greece  itself  became  so  feeble  and  corrupt  under  the  Successors 
of  Alexander  that  Greek  art  really  gained  in  strength  and  dignity  by 
its  transference  to  Rome,  where  religious  faith  and  morality  still 
retained  their  hold  upon  the  better  part  of  the  Roman  people  ;  and 
the  spirit  of  the  Augustan  age  is  incorporated  in  many  a  grand  and 
beautiful  form.  The  character  of  plastic  art  varied,  of  course,  with 
that  of  successive  Emperors,  and  declined,  with  the  declining  Empire, 
into  a  pitiable  state  of  feebleness  and  corruption. 

Unfortunately  for  Greek  art,  it  was  so  intimately  connected  in 
men's  minds  with  the  heathen  religion  that  it  derived  no  aid  from  the 
influence  which  brought  healing  and  strength  into  other  spheres  of 
human  life.  The  first  collision  between  Christianity  and  Grecian  art 
was  altogether  hostile. 

X  X 


Digitized  by 


Google 


674  CONCLUSION, 


So  fleet,  so  faint,  so  fair, 

The  powers  of  earth  and  air 
Fled  from  the  folding  star  of  Bethlehem. 

Apollo,  Pan  and  Love, 

And  even  Olympian  Jove, 
Grew  weak,  for  killing  truth  had  glared  on  them. 

The  statues  of  heathen  divinities  were  no  mere  harmless  or 
beautiful  objects  in  the  eyes  of  the  early  Christians,  but  powerful 
and  baleful  demons,  perverters  of  the  people  and  rivals  of  the 
one  true  God.  We  trace  a  spirit  of  bitter  enmity  to  them  in 
the  writings  of  the  Fathers — an  enmity  which  took  an  active  shape 
among  the  people,  and  led  to  the  mutilation  by  pious  hands  of  many 
a  godlike  and  beautiful  form.  What  remained  of  art  in  ancient 
Rome  *  descended  into  the  catacombs,'  to  rise  again  in  a  new  form, 
in  which  it  was  no  longer  feared  as  a  snare  and  a  delusion,  but 
could  be  loved  for  its  eternal  beauty,  and  pressed  into  the  service  of 
truth  and  holiness. 
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Explanation  :—  In  the  following  Index,  /or  ff^follmving  page  or  pages  ;  n  or  nn^ 
note  or  nztes ;  and  art  -  sculpture  passim. 


ABS 

ABSTRACT   IDEAS,  as  represented   in 
Greek  and  Roman  art,   632  ^;    per- 

soniBcation  of  towns,  countries,  &c.  629, 633  ; 

sixty  figures  of  Gallic  nations^  ib, ;  deities  of 

Etrurian  cities,  633/;  basis  of  Puteoli^  634. 

See  Coponius 
Abstract    ideas    uncongenial    to    the  Greek 

mind,  12/,  632 
Acanthus  of  Lacedeemon,  introduces  the  ttucU 

into  Greece,  7 
Achilles^  Homer's  shield  o^,  36  ^;  controversy 

respecting,    37;     paralleled     by    Assyrian 

reliefs,  39 
Achilles  groups  :  the  combat  with  TeJephus  of 

Scopas,  379  ;  the  Biihynian  group  of  the 

same  artist,  394,  transferred  to  Rome,  573. 

See  Lycius  of  Eleutherae 
Acropolis  of  Athens,  archaic  works  found  at 

the,  100  ff.     See  Parthenon,  &c. 
Actaon  and  his  dogs^  relief  of,  68/ 
Actor,  the  victoi-iouSf  of  the  Lateran,  516 
Adonis,  festival  ^,513 
yEgina,  art  school  of,  53,  59  «,  8i_^;  temple 

01  Athen^at,  122/ 
iEgina  marbles,  account  of  the,  122^  150 ; 

Brunn*s  and  Lange*s  arrangement  of,  124. 
iEgospotomi,  monument  of  the  Spartan  victory 

at,  dedicated  at  01)anpia,  359/ 
yElian,  on  Micon*s  portrayal  of  the  dog  that 

fought  at  Marathon,  636  n 
iEnus,  Mount,  sacred  grove  on,  16 
iEon,  worship  of  introduced  into  Rome,  671; 

as  represented  in  art,  ib. 
^schines,  bust  of,  at  Naples,  649 
iEschylus,  on  new  and  old  statues,  136  if 

X 


ALC 

iEsop,  statues  of,  by  Lysippus  and  Aristo- 
demus,  485,  496 ;  figures  of  in  the  Villa 
Albani,  486  »,  496 

Agamemnon,  spear  of,  an  object  of  worship,  16 

Agasias  of  Ephesus,  author  of  the  Borghese 
gladiator,  597,  599/  {see  Borghese  gladiator) ; 
the  Discobolus  (Brit.  Mus  )  assigned  to,  597 

Agathias,  notice  by  of  Lysippus*  statue  of 
iEsop,  485 

Ageladas  of  Argos  {circ,  B.C.  515),  %%  ff\ 
made  statues  oiZcus,  Heracles,  and  athletes, 
89  ;  the  instructor  of  Myron,  Pheidias,  and 
Polycleitus,  90,  175 

Agesander,  one  of  the  sculptors  of  the  Laocoon, 
520  /*.     See  Laocoon, 

Agoracriius  of  Paros,  pupil  of  Pheidias,  207  ; 
classic  notices  of,  ib,  ;  his  works  :  —AthhiS 
Itonia  and  Zeus,  ib.  ;  colossal  Nemesis,  ib.  ; 
his  competition  with  Alcamenes,  208 

Pi!gng€J\i\xm,attantcsoi  the  temple  of  Zeus  at,  3 1 7 

A jax  rescuing  tlt€  body  of  Achilles,  124/;  bust 
of»  533-  ^^^  Menelaus  bearing  the  body  of 
Patroclus 

Alcaeus  and  Sappho,  119  «,  120  ;  figures  of 
Alcseus  on  coins,  646 

Alcamenes,  pupil  of  \  heidias,  his  art  contest 
with  his  master,  190  ;  carves  statues  for  the 
Olympian  Zeus,  191  ;  classic  notices  of, 
203  nn  ;  works  of  :— statues  o{  Her$,  Ares, 
and  Dionysus,  204  ;  chr}'selephantine  statue 
of  Asklepios,  ib,  ;  Hecate  Epipyrgidia  and 
Hephctstus,  205  ;  assists  Pheidias  in  adorn- 
ing the  Temple  of  Zeus  at  Olympia,  ib  ;  his 
sculptures  on  the  western  pediment,  236/; 
battle  of  Centaurs  and  Lapiths,  ib. 


Digitized  by 


Google 


676 


INDEX. 


ALC 

Alcibiades,  Myron's  </c»^of,  160 ;  portraits  of,  649 

Alcinous,  Homer*sdescription  of  the  palace  of,  33 

Alcon  of  Rhodes  {temp,  Diadochi),  statuary 
and  chaser  of  metal,  519 

Alexandei  the  Great,  chooses  Lysippus  and 
Apelles  for  his  sculptor  and  painter,  478  n  ; 
carries  about  with  him  the  Heracles  Epitra- 
pezios  of  the  former,  481  ;  Lysippus*  statues 
of,  483  ;  the  Ilelios  of  the  Capitol,  483/; 
the  Hernia  bust  of,  484  ;  Tzetz*s  lines  on, 
484  n  ;  the  Dying  Alexander  at  Florence, 
484/;  Alexander  hunting  of  Euthycrates, 
490 ;  influence  of,  on  Greek  art,  509/;  art-pa- 
tronage of  his  successors,  512;  Vx^  funeral car^ 
ib, ;  painted  by  Apelles  as  2^eus  on  earth,  656 

Alexandria,  becomes  the  centre  of  learning  and 
civilization,  514/;  art  in,  515 

Alexandros  of  Antiocheia,  probable  artist  of 
the  Venus  de  Milo,  598,  600  f.     See  Melos 

AlmaTadema,  M.,  his  Painter* s  Models  623  n 

Altar  0/ the  Tkvelve  Gods  (Louvre),  145/" 

Altar  of  Pergamon^  restored  view  of,  546  ; 
analysis  of  the  sculptures  on  the  friezes  of, 
and  the  myths  connected  therewith,  546^, 
555/     See  Pergamon 

Altis  of  Olympia,  sacred  grove  of  the,  16 ; 
the  centre  of  Hellenic  life,  223  ;  excavations 
of  the,  224.     See  Olympia 

Alyattes  {circ,  560  B.C.)  consecrates  a  silver 
Cratir  at  Delphi,  48 

Alypos  of  Sicyon,  employed  on  the  Lysander 
trophy  at  Olympia,  360,  363 

Amazons,  sculptures  of :  the  Dying  Amazon 
(Vienna),  134  ;  marble  shield  (Brit.  Mus.) 
representing  battle  of  186 ;  Amazon  of 
Pheidias,  1 98/;  battle  of  the^  from  the  Phiga- 
leian  frieze,  310^;  Amazon  of  Polycleitus, 

350/  393 
Ambracia,  art  works  of,  removed  to  Rome  by 

Fulvus  Nobilior,  572 
Ampelius,  notice  of  the  Altar  of  Pergamon  by, 

545 
Amphicrates  of  Athens  {fire,  B.C.  500),  his  statue 

of  Leeena^  the  mistress  of  Harmodius,  95 
Amphion,  pupil  of  Ptolichus,  96 
Amphistratus,  works  by,  497 
Amphitrite  and  Poseidon.     See  Poseidon 
Amycloe,  throne  of  Apollo  at,  41/" 
Anacreon,  statue  of,  in  the  Villa  Borghese,  498/ 
Anadyomene,     See  Venus  de*  Medici 


APH 

Anaxagoras  {circ.  B.C.  430),  his  statue  of  Z^ms^ 
commemorating  the  victory  of  Plataese,  S^ 

Androklos,  tomb  of,  105  n 

Androsthenes,  artist  engaged  on  the  temple  of 
Apollo  at  Delphi,  210.     See  Praxias 

Angelion.     See  TecUeus 

An  tenor  of  Athens  (circ.  B.C.  500),  his  statues 
of  Harmodius  and  Aristogeiton^  95 

Anthologia  Graca^  epigrams  from :  on  the 
Cow  of  Myron,  \%T  f\  on  Pheidias,  190, 
195  J  on  the  Heri  of  Polycleitus,  346  «  ;  on 
the  Aphrodite  of  Cnidos,  441  ;  on  the  Toro 
Famese^  528  n 

Antinous,  story  of,  659/;  Pausanias  and  Dio 
Cassius  on,  660  n  ;  statues  and  busts  of, 
660  f\  feelings  they  produce,  661  y";  colossal 
statue  of,  in  the  Vatican,  662 ;  statues  of,  in 
the  Capitol,  Louvre,  and  elsewhere,  662/ 

Antiochus  of  Athens  (circ.  B.c.  156),  statue  of 
Mincfva  by,  580 ;  his  Pail^^  in  the  Villa 
Ludovbi,  593 

Antiope,  myth  of  as  given  by  Euripides,  529 

Antiphanes  of  Argos  {circ.  B.C.  380),  eaiployed 
on  the  Lysander  trophy  at  Olympia,  360 

Antiphanes  of  Paros  {circ,  30  B.C.),  statue  of 
Hermes  by,  found  at  Melos,  631 

Antoninus  Pius,  reliefs  on  Pillar  of,  641 

Antony,  Marc,  abstracts  Myron's  works  from 
Samos  and  Ephesus,  155  ;  prodigies  preced- 
ing his  fall,  536  n  ;  makes  a  present  of  the 
library  of  Pergamon  to  Cleopatra,  543  n 

Anxenor  of  Naxos,  inscribed  00  the  st61e  of 
Orcjiomenos,  107 

Apellas  the  Peloponnesian  {circ,  B.C.  388), 
366 ;  made  statues  of  philosophers  and 
women  prayings  and  an  aneicouic  statue  oi 
Cynisca,  horsebreeder  of  Sparta,  ib, 

Apelles,  draws  his  Venus  Anadyomene  from 
Phryne,  444 ;  exclusive  painter  to  Alex- 
ander the  Great,  478  n  \  painted  Alexander 
as  2^us  on  earth,  656 

Aphrodite,  sutues  and  reliefs  of: — ApkrodiU 
Urania  of  Pheidias  (?),  197  f  {see  Pheidias) ; 
Aphrodite  4¥  tc^wois  of  Alcamenes.  203; 
Aphrodite  on  the  Parthenon  frieze,  293 /(a^ 
Parthenon) ;  Aphrodite  Pandemos  of  Scopas, 
y!9ft  Aphrodite  in  Pergamon  of  Scopas, 
probable  copies  of,  392/  (jap  Scopas) ; 
Aphrodite  cowering^  364.     See  Venus. 

Aphrodite  Praxis,  temple  of,  in  Megara,  386 ; 
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adornments  of,    by  Praxiteles  and  Scopas, 
ib. 

Aphrodite  0/  Cnidos  (Praxiteles'),  ancient  ad- 
miration for,  441  ;  epigrams  on,  ib,  ;  the 
national  debt  of  Cnidos oflered  in  payment  for, 
442 ;  modelled  from  Phryne,  444 ;  medals 
of,  444/;  Lucian's  description  of,  445/; 
controversy  as  to,  ib, ;  design  of  the  artist, 
446 ;  extant  works  resembling,  447  ;  other 
statueA  of  AphrodiU^  ib.  See  Praxiteles. 
Scopas.  Cnidos.  Melos.  Venus 

Apollinoy  the,  at  Florence,  433/ 

Apollo^  throne  of,  at  Amyclse,  41/ 

Apollo,  reliefs  and  statues  of,  55  ^,  86^; 
Apollo  of  TeneOy  56  ;  the  Strangford  Apollo, 
58/;  Apollo  on  the  Omphalos  (Patissia  Mu- 
seum), 59  n  ;  Apollo  after  Canachus,  87  ; 
Apollo  with  a  lamb,  100  ;  Apollo  and  Niki 
(Brit.  Mus.),  147/;  pedimental  groups  and 
metopes  of  the  temple  of  Apollo  at  Delphi, 
210/";  Apollo  and  Artemis,  from  the  Phiga- 
leian  frieze,  309/;  Apollo  Citharadus  (Va- 
tican), 385  ;  Apollo  Saurocfonus  of  Praxi- 
teles, 432/;  Apollo  in  Daphne  of  Bryaxis, 
high  repute  of,  465  ;  Apollo  Citharordus, 
transferred  to  Rome,  573  ;  Belvedere  Apollo, 
611.     See  Belvedere  Apollo, 

Apollo,  temple  of,  at  Phigaleia,  scenes  from 
the  frieze,  307^ 

Apollodorus,  regards  Doedalus  as  the  first  in- 
ventor of  statues,  19  n ;  on  his  statue  of 
Heracles  at  Pisa,  20 

Apollodorus,  architect  of  Trajan's  column,  639 

Apollonius  of  Tralles  (Rhodian  school),  527  ; 
his  Zethus,  A  mphicn,  and  Dirke,  also  Bull 
and  Rope  from  one  stone,  ib.  ;  the  7'oro  Far- 
nese  said  to  be  the  original  of  this  last  work, 
527/     See  Famesian  Bull 

Apollonius  the  Athenian  {temp.  Pompey),  577  ; 
his  name  inscribed  on  the  Torso  Belvedere  of 
Heracles,  ^^T,  583  ;  artist  of  a  chryselephan- 
tine statue  of  Jupiter  {ire  the  Capitol,  ib. 

Apollonius,  son  of  Archias,  inscribed  on  a  bust 
from  Herculaneum,  578,and  on  other  works,  ib. 

Apoxyomcnos,  the,  of  Lysippus,  486/;  fondness 
of  the  Roman  populace  for,  574.  See  Lysippus. 

Apuleius,  on  dancing,  6 

Arcadia,  symbols  of  Mercury  in,  17  ;  archaic 
seated  figure  from,  at  Athens,  77  ;  art  school 
of,  77,  366.     See  Cypselus. 


ARl 

Arcesilaus  of  Paros,  Simonides'  praise  of  his 
Artemis,  93 

Arcesilaus  {temp.  Lucullus),  modeller  in  clay, 
628;  his  commissions  from  Julius  Caesar 
and  Lucullus  the  ycunger,  ib.  ;  his  Venus 
Genetrix  and  Cupids  tormenting  a  lion, 
628/;  also  Centaurs  ridden  by  nymphs,  629 

Archelaus,  son  of  Apollonius  of  Priene,  597  ; 
his  Apotheosis  of  Homer,  606 ff.  See 
Homer 

Archermus,  Boupalus,  and  Athennis  (ci)c.  B.c. 
540),  49/;  statues  of  Graceshy,  50 ;  apprecia- 
tion of  their  works  by  Augustus  Caesar,  tb. 

Architecture,  Greek  :  cyclopean  remains  of 
Tiryns  and  Mycencc,  21  jf;  forms  of  the 
temples,  43/;  the  Doric  Order,  44  ;  the 
Ionic,  45  ;  extant  remains  of,  zxzff',  Cary- 
aiids  and  Atlantes,  316/  See  Parthenon, 
Erechtheum,  Temples,  &c. 

Arctinus  of  Miletus  (epic  poet),  the  ^thiofis 
of,  333  ;  Iliupersis  of,  523,  525 

Ares,  reliefs  and  statues  of :  on  the  Parthenon 
frieze,  291  ;  of  Scopas,  393/;  of  the  Villa 
Ludovisi,  ib.     See  Scopas.  Parthenon 

Ai^os,  art  school  of,  8i/>  88^,  360/,  496 

Argos,  pillar  of  Heri  at,  16 ;  works  of  the 
Cretan  artists  Dipoenus  and  Scyllis  at,  5 1  ; 
temple  of  Her6  at,  345^ 

Argus  of  Argos  (mythic  period),  21  ;  his  statue 
of  Here  m  wood,  21,  88 

Ariadne,  chorus  of,  by  Daedalus,  20/.  See 
Daedalus 

Ariadne  of  the  Vatican,  motif  and  description 
of,  620/ 

Aristeas  and  Papias,  authors  of  the  black 
marble  Cefitaurs  in  the  Capiloline  Museum, 
598,  605/ 

Aristides  the  rhetorician,  on  the  statues  of 
Dsedalus,  20  n 

Aristides  of  Thebes,  painter,  Pliny's  praise  of,470 

Arislion  (soldier  of  Marathon),  stf/^  of,  105/ 

Aristocles,  brother  of  Canachus  (arc.  B.c.  480), 
school  and  work  of,  88 

Aristocles  of  Athens  (circ.  B.C.  460),  95  ;  his 
name  inscribed  on  the  st^l^  of  Aristion,   105 

Aristocles  of  Crete  {circ.  B.C.  400),  93 ;  his 
Heracles  contending  with  an  Amazon,  ib.; 
Pausanias'  notice  of,  ib. 

Aristodemus,  statue  of  i^Lsop  by,  496 

Aristogeiton  of  Thebes  {circ.  B.C.  387),  assis- 
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tant  of  Hypatodorus   in   his  Stven  against 
Thebes y  495.     See  Hypatodorus. 

Aristomenes  of  Messene,  statue  of,  497  ;  copy 
in  the  Vatican,  ib. 

Aristonidas  and  Mnasitimus  (Rhodian  school), 
519;  mixed  bronze  and  iron  to  express 
madness,  ib. 

Aristonous  of  ^gina,  86 

Aristophanes,  on  the  soldiers  of  Marathon, 
105  n  ;  scholiast  of,  on  Pheidias,  176 ;  on 
the  Three  Graces  of  Socrates  the  statuary, 
342  « 

Aristoteles  of  Cleitor,  artist  of  Arcadia,  496 

Aristotle,  on  an  incident  in  the  life  of  Sappho 
and  Alcaeus,  119  ff ;  relief  of,  at  Mantua, 
484  n  ;  statue  of  dedicated  at  Olympia, 
498 ;  supposed  copy  of  this  work  in  the 
Villa  Spada,  Rome,  id. 

Arrachion  the  Pancratiast,  statues  of,  59, 80, 645 

Arrephoriy  torsos  of,  loi,  103 

Arrian,  his  account  of  the  tomb  of  Cyrus,  1 1 2  n 

Arsinoe  II.,  her  cult  oi  Aphrodite y  513 

Art,  true  nature  of,  \ff\  Christian  and  Pagan, 
io/;Lessingon,  525 

Art,  Greek,  development  of,  4,  150 ;  beauty 
and  truth  of,  4  ;«;  influence  of  the  gymnasium 
on,  6  ;  introduction  of  the  nude  in,  7  ;  in- 
fluence of  religion  on,  ^ff\  realism  of,  iiff^ 
339  jr*  periods  of,  15,  81,  170,  368,  566  ; 
the  representation  of  abstract  ideas  alien  to, 
12/,  632  ;  origin  of,  15/;  the  aneiconic 
period,  16/;  wooden  images,  17  ;  archaic. 
Daedalus  and  his  works,  i^ff ;  pre-Homeric, 
21  ff.\  influence  of  Homer  on,  31  ;  early 
Greek  decorative,  31  ^  {see  Decorative 
Art) ;  Homeric  art,  31  ^,  33/ ;  metal 
works,  armour,  and  modelling  in  clay, 
34/;  connection  with  Assyrian  an,  34,  36, 
38/;  founders  of  the  earliest  school  of, 
ATff*  extant  monuments  of  archaic,  55  ff, 
70,  98/,  100/*;  Apollo  of  Theray  55/; 
Apollo  of  Teneay  56  /;  the  Stran^ord 
Apollo,  S^fi  other  Apollo  statues,  id; 
school  of  i^gina,  Sicyon,  and  Argos,  81^, 
86^122^;  ofPelojwnnesus,  131^,  345.^ 
Ml  ff\  anhaistic,  13$  jTi  conser\'atism  in, 
136  ;  effect  of  the  Olympian  games  on,  151  ; 
influence  of  the  Persian  invasion  on,  170/"; 
elder  Attic  school  of  \^off\  extant  remains 
of  the  Periclean  period,  2V2ff\  the  younger    , 


ART 
Attic  school  of  368^;  influence  of  the 
Peloponnesian  war  on,  371/;  representation 
of  Ocean  deities,  396  »,  397^;  Prfc^poo- 
nesian  school  of,  477;  subsequent  to  the 
Peloponnesian  war,  494^;  Pliny  on  the 
cessation  and  revival  of,  509  ;  under  Alex- 
ander and  his  successors,  509  ff^  673 ; 
d^radation  of,  511^;  under  the  Ptolemis, 
514^;  fondness  of  the  Roman  conquercHs 
for  the  younger  Attic,  572 ;  demand  for 
copies  in  Rome,  575  ;  Roman  revival  oC 
576/;  Attic  art  during  the  Roman  period, 
581  /;  allegory  in,  632/;  shows  the  charac- 
ter and  history  of  the  nation,  672  ;  eflect  of 
the  Christian  religion  on,  673/.  See  Por- 
trait Sculpture,  Historical  Art,  and  under 
artists*  names,  &c.,  and  their  chief  works 

—  Lycian,  111,  501  ^.     See  Lycia 

—  Pergamenian,  534^     See  Pergamon 

—  Etruscan,  S^Sjf.     See  Etruscan  art 

—  Grseco- Roman,  566^  577^  673 ;  migration 
of  Greek  art  to  Rome,  571  ^;  Graeco- Roman 
and  Athenian  artists,  576^  S^^ff*  works 
of,  583/;  i\i^  Belvedere  Torso  of  Herades, 
ib.  ;  the  Venus  de'  Medici^  586^;.  the 
Chigi  and  CapUoline  Venus,  589^;  the 
Cemianicus  of  the  Louvre,  S90jfi  the 
Fanusian  Heracles,  591  ;  Heracles  Mastoid 
592/;  Dallas  and  Caraytui  oi  Diogenes  of 
Athens,  593 ;  the  Canephora  of  Criton  ani 
Nicolaus,  594 ;  the  Vase  of  Salpion,  594/; 
of  Sosibios,  595  ;  the  Sacrifice  of  Ipkigenia^ 
595/;  other  extant  works  of,  611  f 

—  Roman,  imitative,  $74/ i  statues  of  IbreigQ 
deities,  667/ 

—  Historical.  See  Historical  Art,  Portrait 
Sculpture 

—  Asiatic-Greek,  393  »,  534/;  597^ 
Artemis,    archaistic,    at    Naples,     137/";    at 

Munich,  140  n;  on  the  Paithenoa  frieze, 
291  ;  different  types  of,  388  n  ;  worship  of 
at  Ephesus,  390  Jt 

Artemis  looking  at  Endymion  (Vatican),  388 

Artemisia,  wife  of  Mausolus,  builds  the  Mauso- 
leum of  Halicamassus  as  a  monument  to 
her  husband,  402.     See  Mausoleum 

Artemision  of  Ephesus,  builders  of,  391  ; 
burnt  by  Herostratus,  ib.  ;  the  new  temple,' 
ib,  ;  extant  remains  of,  391/ 

Asia  Minor,  art  in,  393  n,   $97  ff;  cities  of, 
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ASl 
destroyed  by  an  earthquake  and  rebuilt  by 
Tiberius,  654/.     See  Futeoli.    Pergamon. 
Mausoleum,  &c. 

Asinius  Pollio,  art  possessions  of,  492  «,  580, 629 

Askiepiot^  statues  of :  by  Alcamenes,  204  ;  by 
Colotes,  209 ;  by  Thrasymedes  of  Faros,  ib. ; 
temple  of,  at  Gortys,  379 

Aspasia,  the  Athenian  Hetaira,  443  ;  portrait 
of,  649 

Assos,  reliefs  from  the  temple  of,  61/ 

Astarie  Aphrodite,  Phoenician  Venus,  16 

Astragalizontes  (Brit.  Mus.),  referred  to  Poly- 
deitus,  354/ 

Athenaeus,  on  Homeric  goblets,  35  i»  ;  on  the 
d^radation  of  the  Athenians  under  Deme- 
trius Poliorcetes,  511  /;  on  Sophocles* 
accomplishments,  647  n 

Athini,  pillar  of,  at  Cyzicus,  16 ;  symbol  of 
at  Lindos,  16/;  seated  figure  of,  at  Athens, 
77»  95>  9^  >  archaic  statuette  of,  from  the 
Parthenon,  100 ff;  ntagie  owl  of,  101  n  ; 
archaistic  torso  of,  at  Dresden,  138/;  suc- 
cessive statues  of,  183  ;  of  Colotes,  208;  as 
represented  in  Greek  literature  and  art, 
243/;  Ifirth  of,  from  the  Parthenon,  262  ; 
peplos  of,  274,  275  n,  296  n  ;  the  pome- 
granate of,  321/;  of  the  younger  Attic 
school,  388  n  ;  group  of,  from  the  Perga- 
menian  frieze,  550 ;  of  the  Capitol,  620. 
See  Lemnian  Ath^ni  of  Pheidias 

Athene,  temple  of,  at  iiilgina,  122/;  contro- 
versy as  to  the  marbles  discovered  at,  125  / 

Jthfni  Alea,  at  Tegea,  temple  of,  378/ 

Athhti  Itonia  and  Zeus,  of  Agoracritus,  207 

Athene  Niki,  319  «,  320  n,  321^;  image  of, 
323.     SeeNiki  Apteros 

Athini  Nikephcros,  recently  discovered  at 
Athens,  187/ 

Atheni  Parthenos  of  Pheidias,  costliness  of 
her  robe,  175,  176  /i,  184  ;  material  and 
adornments  of,  183/;  attempts  to  restore, 
185  ;  rude  copy  of  from  the  Parthenon,  jA  ; 
shield  and  accessories  of,  \%\nn\  aids  to 
the  restoration  of,  185 ;  the  Lenormant  and 
Conze  statuettes,  186/;   miniature  of,  187/ 

Athhti  Poliasy  temple  of,  on  the  Acropolis. 
See  Erechtheium 

AthiniPromachosol  the  Parthenon,  a  beacon  for 
the  mariner,  179  ;  asrepresented  on  coins,  180 

A  thin  f  Velletri  of  the  Louvre,  189 


AUS 
Athenians,  dress  of,  7/  369;  first  to  charge 

the  enemy  at  Marathon,  1 7 1  « 
Athennis,  49/.     See  Archermus.     Boupalus 
Athenodorus,  employed  on  the  erection  of  the 

Lysander  trophy  at  Olympia,  360 
Athenodorus,  one  of  the  artists  of  the  Laocoon, 

See  Laocoon 
Athens,   guild  of  wood  carvers  at,    19;    art 
school  of,  S3,  94/;  154/,  210/,  343,  376/, 
468/;  seated  Jigttre  from  Arcadia  on   the 
Acropolis  of,  77  ;  sculpture  and  sculptors  of, 
94/;  other  archaic  figures,  ib,  ;  works  of 
unknown  artists  of,  96/;  extant  monuments 
from,  98 _^;  archaic  torsos  from,  lOi,   103 ; 
at  the  time  of  the  Persian  invasion,  171/; 
becomes   the  centre  of  Greek  art,   172/; 
Themistocles  and  Cimon,    in  ff  \  zeal  for 
reconstruction  and  adornment  of  the  city,  ib.  ; 
the  Theseion  adorned   by   Pheidias,    178; 
coins  representing  the  Athini  Promachos, 
180  ;  view  of  the  Acropolis  restored,   181  ; 
magnificent  works  of  Pericles  and  Pheidias, 
181^;  statues  of  Pallas  at,  183  ;  miniature 
copy  of  AthSni  Parthenos  discovered   at, 
187/;  \he  Parthenon,  245^(j^^  Parthenon) ; 
social  life  in,  442/;  statues  to  Demetrius 
Phalereusand  Demetrius  Poliorcetes  at,  510; 
d^radation  of,  510/;  statues  dedicated  at 
by  Attalus  of  Pergamon,  535/ 
Atreus,  subterranean  treasury  of,  23/ 
Attalidse  of  Pergamon,  dynasty  of,  534/ 
Attalus  I.   of  Pergamon,   534 ;  defeat  of  the 
Gauls  by,  535  ;  his  dedication  of  statues  at 
Athens,  535/ 
Attic  school  of  art,  the  elder,  1 70  ^ 
Attic  school  of  art,  the  younger,  368^;  origin 
of»    370/;    Praxiteles    the   head   of,    429 ; 
works  of,  473/" 
Atticianus  of  Aphrodisias,  598 
Atys,  Phr)'gian,  in  the  Lateran,  670 
Augustus,  Emperor,  taste  of  for  archaic  Cireek 
art,    50,    54,  135  ;  restores  Myron's  Apollo 
to  the  Ephesians,    155  ;  adorns  Rome  with 
works  of  Greek  art,    572  ;  sixty  figures  of 
Gallic  nations  on  altar  of  at  Lyons,    633  ; 
similar  works  still   extant,   633/;  portrait 
statue  of,  653/ 
Ausonius,   lints   from,  on  the  magic  owl  of 
Athene.    loi  n  ;    his   imitations  of  Greek 
epigrams  on  the  Ccrw  of  M)ron,  158 
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AVI 

Avianus  Evander,  C,  silver  chaser  and  mo- 
deller in  clay,  579  ;  sold  works  to  Cicero,  ib. 

JDARBERINI FAUN,  the,  439.  5 "6 
•^     B<isisy  or  Pedestal^  thrc  e-sided  (Dresden), 
reliefs  on,  142/;  Puteoli  ^ajw,  634/ 

Dathycles  of  Nfagnesia  {fire,  540  B.C.),  his 
throne  of  Apollo  at  Amycl«,  41  ;  a  disciple 
of  Dipoenus  and  Scyllis,  53 

Baton^  the  charioteer  of  Amphiaraus,  archaic 
bronze  of,  131 

Baton  of  Hcracleia  {circ,  yj2  B.C.),  made 
statues  of  Apollo  and  Heri^  496 

Beauty,  Greek  love  of,  5/ 

Billerophon  and  the  Chimara  (Brit.  Mus.  and 
Louvre),  1 19/ 

Belvedere  Mercury  (Vatican),  487/ 

Belvedere  Tofso  of  Heracles,  the,  583 ;  Vis- 
conti's  theory  of,  584  ;  Winckelmann's  and 
Stephanies,  584/;  estimate  of  as  a  work  of 
art,  584  /,  586  ;  the  study  of  Michelangelo 
and  the  delight  of  Winckelmann,  585  ; 
Mengs'  praise  of,  585/ 

Belvedere  A  folio,  finding  of,  61 1  ;  restored  by 
Montorsoli,  611,  614;  description  and 
artistic  pre-eminence  of,  dw  ff  \  Winckel- 
mann's idolatry  of,  612  ;  a  riddle  to  archaeo- 
logists, 613  /;  the  Vatican  and  Stein- 
hauser  heads,  614;  motif  of,  ib,  ;  the 
Stroganoff  statuette  of,  at  St.  Petersburg, 
614/;  myth  of  the  Gauls,  relating  to,  615 
/;  lines  from  Homer  having  reference  to,6 16 
«;  another  theory  of,  617;  reaction  of 
opinion  on,  ib.  ;  technical  execution  of,  ib.  ; 
its  resemblance  to  the  Diane  <J  la  Biche,  619 

Btnndorf,  Prof.,  his  theory  as  to  Myron's 
Ladasy  157 ;  on  the  temple  of  Niki  Apterof, 
321  /;  on  the  pomegranate  of  Ath^ni, 
322/;  on  a  replica  by  Canachus,  324  n 

Bithynia,  art  in,  562 

Boedas,  pupil  of  Lysippus,  490 ;  supposed 
artist  of  the  Praying  Boy  at  Berlin,  490  n 

Boethos  of  Chalcedon,  563  /;  his  statues  of 
Boys,  ib.  ;  Boy  strangling  a  goose,  ib, 

Bohn,  Mr.  R.,  observations  of,  on  the  Great 
Altar  of  Pergamon,  545/ 

Bombakos,  statue  of,  by  Hermocles  of  Rhodes, 

5'9 
Borghese  Gladiator,  account  of,  599  ;  its  place 
in  art,  600 


BYR 

Botficher,  Carl,  on  the  Ath^nJ  Piartkenos, 
188  ;  on  the  Minerva  Media,  189 

Boupalus  and  Athennis  {circ,  B.C.  540),  works 
by,  50;  the  poet  Hipponax's  revenge  00, 
ib,  ;  works  of  transferred  to  Rome,  572. 
See  Archermos 

Boy  strangling  a  goosCf  563/;  cognate  works 
in  ancient  art,  564/  See  Boethos  of  Chal- 
cedon.    Heracles  and  the  Nenuean  /Jen. 

Branchidse.     See  I>id)m[ia 

Brazen  Hercules  (Capitol),  ascribed  to  Poljrdes 

IIm  577 

!   Bronze,  prevalent  use  of,  for   iconic  statues, 

I       151  ;  mixed  with  iron  to  express  madness, 

I       519  ;  Pliny  on  the  lost  art  of  casting,  630 

'   Brunn,  Prof.,  theories  of,  on  art  and  artists  : 

on  historical  fable,  15  ;  ih^  shield  of  Ac killes, 

yj  f\    the    Cretan    artists     Dipcenos    and 

Scyllis,   50  /;  the  Strangfbrd  ApoUo,    58  ; 

the  StcU  of  Aristion,    105   «;  the  Harpy 

monument,    116;    his  arrangement   of  the 

/Egina  marbles,    124,    129/;  on   Mjnnon's 

satyr,    155  /;   the  Pen^ope  attributed   to 

Calamis,    169   w ;  the  works  of  Pxeonius, 

238 ;  on  Pliny's  account  of  the  Artemisi4>n 

of  Ephesus,  391  n\  notice  of  Aristides  of 

Thebes  and    Euphranor,  470  n  ;   ascribes 

statue  of  Anacreon  in  the  Villa  Borghese  to 

Cresilas,  499;  on  the  Demeter  of  Cnidos, 

500  n  ;  on  the  statues  dedicated  by  Attalus 

of  Pergamon  at  Athens,    536  ;  on   extant 

works  of  the  Pergamenian  school,  537  ;  on 

the  Vatican  Apollo,  614 

Brusian,  Prof,  on  the  Sosandra  of  Calamis 

164  ;  on  the  Praying  Boy  at  Berlin,  490  ». 

See  Boetlas 

Brutus  the  tyrannicide,  art  talisman  worn  by, 

574 
Brutus  Gallaecus,  transfers  the  Aphrodite  i  ni 

Ares  of  Scopas  to  Rome,  392/ 
Bryaxis  of  Athens,  employed  on  the  MetMso- 

leum   of   Halicamassus,    402,    404,    465 ; 

engaged  on  the  Colossus  of  Rhodes,  sculptor 

of  the  Apollo  in  Daphm  and  Pluto- Sarapis^ 

465  /;   also  of   statues  of  Pasipheu    and 

Sdeucus  NiccUor,  466 
Budnm,  Castle  of,  built  from  the  ruins  of  the 

Mausoleum  of  Halicamassus,  404,  407 
Byron,  Lord,  denunciation  of  Lord  Elgin  by, 

250 ;  linesfrom  on  the  Venus de"  Medici,  $SSf 
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CAB 

r^ABEIRl,  worship  of  the,  387  n, 

^  CaUmis,  date  and  character  of  his  art,  1 62, 
165  /,  200  ;  chief  works  of  : — Zetis  Ammtm^ 
163;  /^/<>//<?  statues,  ib.  ;  Hermes  Criophoros^ 
163,  165 ;  Dionysus y  163 ;  Aphrodite^ 
Erinnyesy  and  a  beardless  AskUpios^  ib,  ; 
Niki  Sosandra^  164;  Alcmene  and  Her- 
mione^  id.  ;  horses  and  human  figures  of, 
ib.  ;  works  attributed  to,  165  ;  ioci  classici 
on,  ib. ;  the  Hestia  Giustiniani,  i66_^;  the 
Penelope  of  the  Vatican,  168  /;  said  to 
have  made  a  NikS  Apteros  at  Olympia,  324 ; 
the  Chariot  of,  453;  Praxiteles  said  to  have 
added  a  charioteer  to  it,  ib. 

Calamis  the  delator ^  630  f 

Caligula,  attempt  of  to  remove  the  Olympian 
Zeus  to  Rome,  194,  573 

Callicles  of  Megara  {circ.  B.C.  380),  celebrated 
by  Pindar,  366  ;  made  a  statue  of  Diagoras 
of  RhoileSy  ib. 

Callicrates,  one  of  the  architects  of  the  Par- 
thenon, 245 

Caliimachus  (Athenian  (?)  artist,  circ,  B.C. 
408),  technical  skill  of,  339  nn  ;  classical 
notices  of,  ib,  ;  his  candelabra  for  the 
Erechtheium^  ib,  ;  /.ctcedamonian  ^rls 
dancing-  and  //er^  Nynpheuomene^  ib.  ;  pe- 
culiarities of  his  style,  340 

Caliimachus,  Alexandrian  poet,  547  n, 

Callistratus,  on  the  raging  bacchante  of  Scopas, 
383  ;  notice  of  an  Eros  of  Praxiteles,  450/ 

Callistratus  (circ.  B.C.  156),  Tatian's  notice  of, 
576  ;  his  Evadne,  ib. 

Callon  I.,  the/Eginetan  (circ.  B.C.  524),  older 
contemporary  of  Pheidias,  82 /;  a  Ttipod 
at  Amyclae  and  a  xcanon  of  Athin^  at 
Trcezen,  mentioned  as  his,  83  ;  style  hard 
and  rude,  opposed  to  that  of  Calamis,  ib.  ; 
supposed  artist  of  the  western  group  of 
yEgina  marbles,  130 

Callon  11.  of  Elis  (circ.  B.C.  496),  artist  of  a 
bronze  group  of  choir  boys  dedicated  at 
Olympia,  91 

Calvert,  Mr.  Consul,  discovers  a  statue  of 
Heracles  in  Macedonia,  482 

Canachus  of  Sicyon  (circ.  B.C.  440),  86  ff% 
works  :  —the  PhiUsian  ApollOy  Apollo 
hmeniusy  Aphrodite,  &c.,  87  ;  classic  no- 
tices of,  87  /;  engaged  on  the  Lysander 
trophy  at  Olympia,  360 


XHO 

Canino,  discovery  of  a  copy  of  the  Apoxy- 
omenos  by,  486 

Canova,  249,  416  421 

Cantharus  of  Sicyon,  pupil  of  Lysippus,  492 

Capitoline  Faun,  439/;   VenuSy  587,  590 

Carlyle,  T.,  on  Ludwig  Tieck,  10  ;  on  Shak- 
speare  and  Scott,  129 

Caney,  M.,  drawings  made  by,  of  the  Par- 
thenon sculptures,  248,  257,  258,  260 

Caryatid y  origin  of  the,  316,  317  n 

Cataphractariiy  Roman,  640  n 

CecropSy  daughters  of  267/ 

Cedrenus,  his  notice  of  an  archaic  statue  of 
Athen^  by  Dipoenus  and  Scyllis,  $1 

Cella  frieze  of  the  Parthenon.     See  Parthenon 

Centaur^  archaic  statuette  of  a,  from  the  first 
Parthenon,  101/ 

Centauromcuhiay  reliefs  representing,  180, 
219/;  236/,  253/;  307  ff 

Centaur  playing  the  flute  {^2i'^\es)f  256 

Centocclle^  Eros  of.     See  Eros 

Cephisodotus  I.,  father  of  Praxiteles  {circ. 
B.C.  380),  374,  427 ;  style  and  works  of, 
374^;  his  Eireni  and  infant  Plutus,  ZlSf 

Cephisodotus  II.  and  Timarchus,  pupils  of 
Praxiteles,  467 ;  their  chief  works : — 
Lycurgus  the  orcUor  and  his  sons,  ib.  ;  a 
portrait  statue  of  Mertander,  ib. ;  the  Sym^ 
plegma  in  Pergamus,  ib,  \  group  of  Wrestlers 
at  Florence,  a  supposed  copy,  ib.  ;  LetOy 
AphroditCy  AsklepioSy  and  Artemisy  ib.  ; 
statues  of  the  poetesses  Myro  of  Byzantium 
and  Anyte  of  Tegea,  468 ;  works  of  trans- 
ported to  Rome,  573 

Cer copes y  the,  and  HeracleSy  66  n 

Cervelri  (Caere),  art  discoveries  at,  34  /i,  39 

Cesnola,  General,  explorations  of,  in  Cyprus, 
79  Uy  120  n 

Chandler,  Mr.,  visit  of,  to  Olympia,  224 

Chares  of  Lindos  (circ,  B.C.  296),  pupil  of 
Lysippus,  490 ;  sculptor  of  the  Colossus  at 
Rhodes,  492/;  introduces  Sicyonianart  into 
Rhodes,  493 ;  Hermes  reposing  (Naples),  in 
the  style  of,  493 

Chersiphron,  architect  of  the  older  Artemision 
at  Ephesus,  391 

Chigi  Venusy  the,  in  the  Vatican,  587,  589,  631 

Chios,  art  school  of,  48 

Choiseul-Gouffier,  Count,  248,  253 

ChorfgoSy  trainer  of  a  choir,  473 
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CHR 

Christodorus,  on  the  portraits  of  Homer  and 
Sappho,  646  n^  647  n 

Chrysostonu    See  Dio  Chr}'SOStom 

Chrysothemis  of  Argos,  88 

Cicero,  notices  of  art  and  artists  by  :  on  the 
works  of  Canachus,  87 ;  Myron's  wi^rks, 
i55/>  iS^f  161  ;  t^ose  of  Calamis,  165  ;  on 
the  genius  of  Pheidias,  201  ;  the  Hephastus 
of  Alcamenes,  205  n\  on  the  statues  of 
Polycleitus,  353,  356;  on  the  Venus  of 
CnidoSy  441  ;  notice  of  BoethosofChalcedon, 
563 ;  on  the  art  plunder  of  Verres,  573  ; 
ashamed  of  being  thought  a  connoisseur,  574  n 

Cimon,  Athenian  administration  of,  177  ff^ 
180;  discovers  the  skeleton  of  Theseus  in 
Scyros,  178 ;  transports  it  to  Athens,  ib.  ; 
buildings  of,  ib,  ;  monument  to  his  horse  in 
the  Ceram'cus,  453 

Claudian,  lines  from  the  Gigantomtuhia^  548  ; 
on  Apollo  and  Diana,  619 

Clearclius  of  Rhegium  {fire.  B.C.  500),  52  ; 
artist  of  archaic  statue  of  Zeus  in  the  ten«ple 
of  Athene  Chalcioecus  at  Sparta,  ib, 

Cleiton  {circ.  B.C.  399),  sculptor  of  cUhletic 
statues,  344  ;  noticed  by  Xenophon,  ib. 

Cleoitas  and  Aristocles  [circ.  B.C.  430),  work 
of,  365/ 

Cleom'nes  I.,  son  of  Apollodorus  (Groeco- 
Roman  period),  578  ;  Pliny's  notice  of,  ib.  ; 
said  to  be  the  author  of  the  Ventis  de*  Medici^ 
578,586/.     See  Atedici  Venus 

Cleomenes  II.  (probably  son  of  the  preceding), 
inscribed  on  the  Cemtamcus  of  the  Louvre 
and  on  the  Altar  of  Iphigenia  (Florence), 
578  J  the  Germanicus^  590  /;  the  Sacrifice 
of  Iphigeiiiay  595.  See  Germanicus.  Iphigenia 

Cleon  of  Sicyon  {circ.  B.C.  388),  361  ;  made 
statues  of  Zeus^  Aphrodite^  and  of  athletes,  ib. 

Clitias  and  Ergotimus,  archaic  vase  of  {Fran- 
cois vase,  Florence),  21 

Clyticy  portrait  statue  (Brit.  Mus.),  658  n 

Cnidos,  Dionysus  and  Athenf  in,  by  Scopas, 
392  ;  Praxiteles*  Aphrodite  of,  441  ^  {see 
Aphrodite  of  Cnidos)  ;  national  debt  of, 
offered  in  payment  for  this  work,  442  ;  cult 
of  Venus  in,  444  n  ;  statue  of  the  Lion  of, 
499,  the  *  finest  work  of  art  on  the  subject,' 
ib.  ;  the  Demeter  of,  500 

Cockerell,  Mr.,  on  the  ^gina  marbles,  122, 
125,  126 


CYZ 

Coins  and  gems,  16, 54, 87, 108, 128, 153, 180/; 
'85»  193.  209,  256  w,  331,  382 ».  385,  347/, 
389 «,  549,  562,  629,  646,  652,  656  «, 
659  « 

Colossus  of  Rhodes,  Pliny's  account  of  the, 
492/;  destroyed  by  an  earthquske,  493  ; 
Scaliger  on  the,  49311.  See  Bryaxis  of  Athens. 
Chares  of  Lindos. 

Colotes,  assistant  of  Pheidias,  191,  2QSfi 
made  statues  of  Ath^ni  and  Asklepios^ 
208/;  other  works  of,  209 

Constantine,  Arch  of,  and  its  sculptures,  642^ 

Conze,  Prof,,  his  interpretation  of  the  Harpy, 
115  ;  on  the  works  of  Calamis,  165  ;  dis- 
covery of  a  shield  of  Athini  Parthenos^ 
186/ 

Coponius  (temp.  Pomjjey),  his  statues  of  four- 
teen nations,  629 ;  Nero's  dream,  ib. 

Cora,  Praxiteles'  Rape  and  Restoration  of, 
430.     See  Praxiteles. 

Corinth,  art  school  of,  91  ff,  470 ;  spoiled  of 
its  art  treasures  by  Mummius,  572 

Comadni,  restoration  of  the  missing  arm  of 
the  Laocoon  by,  521.     See  Laocoon. 

Cowering  Venus  oi  the  Vatican  and  Louvre,  364 

Cre^ilas  of  Cydonia  (school  of  Myron), 
335  n ;  his  competition  with  Pheidias  and 
Polycleitus,  335,  350 ;  his  Amaxon  and 
bust  of  Pericles,  335/;  the  Dying  IVarriar 
of,  and  other  works,  336/;  supposed  statue 
of  Diitrephes,  337  ;  his  wounded  Amazon, 
350,  351  ;  statue  of  Anacreon  in  the  Villa 
Borghese  ascribed  to,  499 

Crete,  art  in,  18,  50,  93,  335 

Critios  and  Nesiotes  of  Athens  {circ.  B.C.  480), 
96/;  made  a  group  of  Harmodius  and  Aris- 
togeiton  and  other  works,  ib,  ;  school  of,  344 

Criton  and  Nicolaus  (Graeco-Roman  period), 
Canephora  of,  580,  594 

Croton,  art  school  of,  93 

Curtius,  Prof.,  on  \\i^  Harpy  mcmumtnt,  1 1 5/; 
his  exploration  of  Olympia,  224 

Cyclopes,  the,  of  primeval  Greece,  22/ 

Cyclic  poets,  influence  of  the,  on  Greek  art,  32 

Cynisca,  sister  of  Agesilaus,  statue  of,  367 

Cyprus,  art  in,  335 

Cypselus,  King  of  Arcadia,  5  ;  chest  of,  40/ 
400,  567 

Cyzicus,  pillar  of  AthSnf  in  the  Temple  of  the 
Graces  at,  16 
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7~)ACTYLS,  the,  art-guild  of  Mount  Ida  in 


ly^ 


Crete,  18 


Daedalids,  the,  19,  47,  51 

Dxdalus,  account  of,  18  ff\  inventions  as- 
scribed  to,  19 ;  his  improvements  in  sculp- 
ture, tb.  ;  his  image  of  HeracUs  at  Pisa,  20 ; 
classic  notices  of,  ib,  ;  his  chorus  of 
Ariadne,  20  f\  Cretan  pupils  of,  50/";  statue 
by,  in  the  Temple  of  Trophonius  in  Boeotia, 
491  n 

Daedalus  of  Sicyon  {circ,  B.C.  400),  363  ; 
among  his  works— a  trophy  for  the  Eleans, 
dedicated  at  Olympia,  364  ;  his  Bathing 
Giil^  said  to  be  the  original  of  the  Cowering 
Venus  of  the  Vatican  and  Louvre,  ib, 

Daedalus  of  Bithynia,  Zeus  St  ratios  of,  562/ 

Daippos  of  Megara,  7 

Daippus,  pupil  of  Lysippus,  490 

Dameas  of  Croton  {circ,  B.C.  520),  made  a 
statue  of  Milo  the  athlete,  93 

Dameas  of  Clcitor,  pupil  of  Polycleitus,  360 

Damocritus  of  Sicyon,  96 

Damophilus  and  Gorgasus,  Greek  artists  at 
Rome,  569/ 

Damophon  of  Messene,  employed  on  the  Olym- 
pian Zens,  194,494;  character  of  his  works, 

495 

Dancing  Faun  of  the  Villa  Borghese,  439. 
See  Fauns 

Dancing,  Greek,  6 

Danecker,  Prof ,  on  the  Elgin  marbles,  249 

Daphne,  groves  of,  515  « 

Dead,  burial  and  cremation  of,  in  Greece  and 
Rome,  663/     See  Sarcophagi 

Decorative  art,  early  Greek,  31^;  Homer's 
shield  of  Achilles,  36  ff\  Hesiod's  tihield 
of  Heracles,  39  /;  the  chest  of  Cypselus, 
40  {see  Cypselus)  ;  the  throne  of  Apollo  at 
Amy  else,  41/";  throne  of  the  Olympian  Zeus, 
42  ;  the  temp  es,  43^  See  ^gina  marbles, 
Elgin  marbles,  Olympia,  Parthenon,  &c. 

Decrianus,  architect  {temp.  Hadrian),  630 

Deinomenes  {circ.  B.C.  400),  made  statues  of 
Protesilaus  and  Pythodemus,  343  j  lo  and 
Callisto,  ib, 

Delphi,  pedimental  groups  and  metopes  of  the 
temple  of  Apollo  at,  210  f;  arlisiic  offerings 
at,  for  the  defeat  of  the  Gauls,  611  /"; 
saved  from .  he  Gauls  by  the  interposition  of 
the  Gods,  616.     See  Altis.    Olympia,  &c. 


DIO 
Delphian    tripod,    contest    of   Heracles    and 

Apollo  for,  142/ 
Demaratus,  Greek  art  introduced  into  Italy  by, 

567 
Demeter,  bronze  figure  of,  by  Onatas,   85  f 

1 36 ;  myth  of,  86  ;  on  the  Parthenon  frieze, 

294/";  from  the  Eleusinian  relief,  301/" 
Demetrius  of  Alopeke  {circ,  B.C.  440),  realism 

of,  Z^of'y  classic  notices  of,  ib.  ;  his  Lysi" 

mache,  priestess  of  Athene,  ib,  ;  the  Corin- 
thian general  Pelichus,  ib, 
Demetrius,    architect    of  the    Artemision'  at 

Ephesus,  39 
Demetrius  Phalereus,  510 
Demetrius  Poliorcetes,  493 ;  adulation  of,  by  the 

Athenians,  510/;  Itliyphallic  hymn  to,  511 
Demosthenes,  scholiast  of,  on  the  statues  of 

Alh^n^s  "82/;  statue  of,  by  Polyeuclus,  470 
De  Quincey,  Mr.,  on  the  restoration  of  the 

Athini  Parthenos  of  Pheidias,  185  ;  on  the 

Venus  of  Melos,  603/ 
Derby,  Lord,  citations  from  his  translation  of 

Homer,  30,  33,  36,  243,  616  n 
Dermis,    Stele  of,   one  of  the  oldest  plastic 

monuments  of  Greece,  104 
Diadumenosy  the,  of  Praxiteles,  451/ 
Diadumenos  Famese  (Brit.   Mus.),   supposed 

copy  of  a  work  by  Polycleitus,   352.     See 

Polycleitus 
Diana.     See  Artemis 

Diane  <i  la  Biche.     See  Versailles,  Artemis  of 
Dibutades  of  Sicyon,  said  to  have  invented 

clay  moulding,  47/;  Pliny*s  account  of,  ib, 
Didyma,  colossal  statues  from,  7$/ 
Diitrephes,   supposed   statue   of,  by  Cresilas, 

337 
Dio  Cassius,  on  the  death  of  Antinous,  660  n 
Dio  Chrysostom,  on  the  Olympian  Zeus,  192, 

195/,  and  Pheidias,  200  n 
Diodorus,  Athenian  sculptor,  96 
Diodorus  Siculus,  on  the  works  of  Theodorus 

and  Telecles,  49  ;  on  the  progress  of  Greece 

after  the  Persian  invasion,  1 77  ;  on  the  robe 

o{  Ath3ni  Par  henos,  184;  on  the  battle  of 

the  Gods  and  Giants,  555  « 
Diogenes   the  Cynic,   Corinthian  statues    to, 

498  ;  a  supposed  copy,  in  the  Villa  Albani,  ib. 
Diogenes  of  Laerte,  on  Pythagoras  of  Rhe- 

gium,  153/ 
Diogenes  of  Athens,  artist  employed  on  the 
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Pantheon  of  Agrippa  at  Rome,  579  ;  extant 

copies  of  his  works,  ib,  ;  his  Caryatid,  593  ; 

riiny*s  notice  of,  ib, 
Dionysius,  Argive  artist  [circ,  K.C.  470),  made 

statue  of  a  horse  wifh  its  driver  offered  at 

Olympia,  90/     See  Glaucus 
Dionysius  of  Ilalicamassus,    on  the  style  of 

Isocrates  and  Lysia*,  166;  on  the  style  of 

Callimachus  *  the  diluter  of  art,*  339 
Dionysus,    reliefs  and    statues  of:    Dionysus 

ami  Semtle,   relief  of,   73/";  piiiar  of,   at 

Thebes,    17  ;  chair  of  the  priests  ofy  149; 

on   the   Parthenon   frieze,    293  ;    changing 

types  of,  435^;  bust  and  torso  of,  at  Rome 

and  Naples,  436 ;  the  satyrs,  437 ;  Spenser 

on,  437  n 
Dionysus  and  the  Tyrrhenian  pirates ,  AlAf 
Dionysus  and  Icarius  (Brit.  Mus.),  435 
Dioscuri,  the,  symbol  of  at  Sparta,  17 
Dipoenus  and  Scyllis,  Cretan  artists  {circ,  B.C. 

558),    pupils    of    Daedalus,    50/" ;    Moses 

Chorene*s   and   Cedrenus'  notices  of,    51  ; 

wide  diffusion  of  their  works,  tb*  ;  school  of, 

ib.  ;  statue  of  Apollo  by,  59 
Discobolus,  archaic  relief  of  at  Athens,  98/; 

Myron's,  158/;  in  the  Villa  Massimi,  159; 

Naucydes',  362 
Dontas  and  Dorycleidas  {circ,  B.C.  550),  made 

a  chryselephantine  group  of  Hercules  and  the 

River-god  Achelous,  52 
Dorycleidas,   figure  of    Thmis   by,  53.     See 

Dontas 
Dress,  Greek,  in  the  age  of  Pericles,  8/ 

EGYPT,  names  of  the  gods  learned  from, 
by  the  Pelasgi,  16 ;  art  in,  under  the 
Ptolemies,  514/;  early  Greek  and  Roman 
contempt  for  the  superstitions  of,  667 ; 
deities  of  known  to  the  Greeks,  ib,  ;  Roman 
statues  of  I  sis,  668  /;  of  Horvs,  669 ; 
Sarapis,  ib,  ;  Anubis,  670 

Eireni  and  Plutus  (Munich),  375 

Eleusinian  Deities,  relief  of,  301  / 

Eleusinian  mysteries,  initiation  in  of  Deme- 
trius Poliorcetes,  511 

Elgin,  Lord,  brings  the  Parthenon  marbles  to 
England,  249  ;  enthusiasm  of  the  art  world 
and  opinions  on  his  proceeding,  249/,  253  ; 
denounced  by  Lord  Byron,  250 

Elis,  art  school  of,  91.    ^ee  Pheidias.   Olympia 


EUN 

Endfjeus  of  Athens  (circ,  B,c.  500),  contem- 
porary of  Dsedalus,  53  /;  archaic  works 
of :— a  xoanon  of  Athin^  in  the  Acropolis, 
a  colossal  ivooden  statue  of  Athini  Polias^ 
and  an  ivory  statue  of  Athfni  Alea,  trans- 
ferred to  Rome  by  Augustus,  54,  572 ;  aUo 
an  image  of  the  Ephesian  Artemis,  54  ; 
primitive  character  of  his  works,  94/ 

Endymion,  extant  figures  of,  388  n 

Entelidas,  of  Argos,  sculptor  of  Olympian 
victors,  88 

Epaminundas,  statues  of  in  Messene,  497 

Epeius  of  Phocis,  reputed  author  of  the 
•Trojan  Horse,*  21,  88 

Ephesus,  archaic  goddess  of,  390  ;  first  temple 
of  Artemis  at,  391,     See  Artemision 

Epictetus,  on  the  Olympian  Zeus,  195 

Erechtheium,  the,  182  ;  design  and  building 
of,  314  ;  sanctity  of  its  position^  314  /; 
restored  elevation  of,  315  ;  frieze  of,  318/; 
prices  of  the  figures  on  the  frieze,  319; 
candelabra  of  Callimachus,  339 

Erechthonian  serpent,  the,  184  » 

Ergotimus,  archaic  vase  of,  21.     See  Clitias 

Erinna  the  poetess,  363  n ;  sculptured  by 
Naucydes  of  Argos,  ib, 

Erinnyes,  the,  of  Scopas,  380 

Eros  of  Ccntocdle,  the,  449 

Eros  in  Ihespia,  of  Praxiteles,  ancient  repute 
of,  448  ;  removed  to  Rome  by  Caligula,  ib. ; 
examination  of,  448  /;  extant  wx)rks  of  a 
similar  kind,  449/ 

Esquilint  Venus,  account  of,  623/ 

Eiruria,  deities  of  cities  of,  633 

EtruFcan  art,  corn}  arison  of  with  that  of  the 
Attic  school,  109;  works  of,  567^;  bor- 
rowed from  the  East  and  from  Magna 
Graecia,  568 ;  classic  notices  of,  569  n  ; 
the  cist(e  ntystica,  570/ 

Etruscans,  sources  of  information  as  to,  566  n  ; 
character  and  peculiarities  of,  568/ 

Eucleides  of  Athens,  a  debtor  of  Plato's,  377  ; 
made  statues  of  Zeus  and  other  gods,  ib, 

Eunielus  the  poet,  40 

Eumenes  L  of  Pergamon,  534 

Eumenes  IL  of  Pergamon,  his  victory  over 
the  Gauls,  543 ;  rewarded  by  the  Romans 
as  their  friend,  ib 

Euncmus  of  Locri,  winner  of  the  musical 
prize  by  help  of  a  cicada,  497 
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Euphranor  of  Corinth  {circ,  B.C.  350),  sculp- 
tor and  painter,  470  n  ;  loci  classici  on, 
471  ;  his  chief  works  '.—Ath3ni  {Mirurva 
CcUu/t'ana),  Leio  and  her  children^  Paris 
(probably  prototype  of  the  Paris  Gius- 
tiniani)y  and  other  works,  471  /;  The 
Warrior  resting  oi  the  Villa  Ludovisi  said 
to  represent  his  style,  472  ;  his  striving  after 
effect,  ib,  ;  his  school,  tb.  ;  the  Leto  trans- 
ported to  Rome,  573  ;  statue  of  Hellas  by, 

633 

Eupolemus,  architect  of  the  Heraion  at  Argos, 
346 

Euripides,  on  the  statues  of  Daedalus,  20  n  ; 
on  the  Cyclopean  works  of  Mycenae,  23  n  ; 
references  in  the  Ton  and  Hecuba  to  the 
Temple  of  Apollo  at  Delphi,  210,  2ii  «; 
on  the  birth  of  Minerva,  263  n  ;  lines  from 
on  the  Bacchantes,  382  ;  version  of  Dirke 
and  the  Bull  from  the  Antiope^  529;  on 
Orestes  and  Electra,  625  ;  busts  of,  648 

Euthycrates,  pupil  of  Lysippus,  style  of,  490  ; 
chief  works  of: — statues  of  Hercules  and  of 
Alexamler  huntings  i^.;  and  oi  Helairai^  491 

Eutychides,  pupil  of  Lysippus,  491  ;  his  Tych^ 
of  Antioch  and  River  Eurotas,  491  /;  his 
Dionysus  removed  to  Rome,  573 

Evander.     See  Avianus  Evander 

FABIUS  MAXIMUS,  removes  the 
Heracles  of  Tarentum  to  Rome,  479 

Falkener,  Mr.,  his  reconstruction  of  the 
Trophy  monument  of  Xanthos,  %o\ff 

Farnesian  Bull,  discovered  at  Rome  in  1546, 
527  ;  examination  of,  528 ;  legend  of,  528 
/*;  compared  with  the  Laocoon,  5*9/;  as  a 
work  of  art,  ^yi  f\  motifs  oi,  532;  originally 
brought  from  Greece  to  Rome,  573 

Farnesian  Diadumenos,  352.    See  Diadumenos 

Farnesian  Heracles,  the,  artist  of,  579,  591  ; 
finding  and  date  of,  591  ;  examination  of, 

591/ 

Fauns,  artistic  representation  of,  439  /;  the 
Barberini  Faun  at  Munich,  439,  516  ;  the 
DoMcing  Faun  of  the  Villa  Borghese,  439  ; 
FcMn  trecuiing  the  scabellum,  ^c,  440 

Faustina,  wife  of  Marcus  Aurelius,  M.  Renan 
on  the  apotheosis  of,  641  y 

Fauvel,  M.,  drawings  of  the  Parthenon  sculp- 
tures by,  248 


GIG 
Fellows,  Sir  Charles,  discoveries  of,  at  Xanthos 

in  Lycia,  501  (f,  506,  508 
Ferg'isson,  Mr.  James,  on  the  Mamoleum  of 

Halicamassus,  403  n 
Feversham,  Lord,  Alcibiadsi  dog  in  possession 

of,  attributed  to  Myron,  160 
Ficoronian  cista,  the,  570 ;  a  similar  work,  571 « 
Flaminius,  despoils  Philip  of  Macedon  of  his 

art  treasures,  572 
Flasch,  Dr.,  his  interpretation  of  the  figures 

on  the  Parthenon  frieze,  297.    .S/^  Parthenon 
Flaxman,    suggested    restoration   by,   of    the 

Athini  Parthenos  of  Pheidii^  185 
Font  of  GaHa.     See  Salpion 
Francois  vase,  the,  21.     See  Clitias  and  Ergo- 

timus 
Friederichs,  Prof.,  on  the  owl  of  Athene,  loi 

n  ;  suggestion  as  to  the  arrangement  of  the 

yEgina  marbles,    125  ;  on  the  Sosandra  of 

Calamis,  164 ;  on  the  Niobe  group,  416, 417  w 
Fulvus  Nobilior,   removes  the   art   works   of 

Ambracia  to  Rome,  572 

GALATON,  picture  of  Homer  by,  513 
Galba,  emperor,  bust  of,  652 
Ganymede  and  the  Eagle,  of  Leochares,  463/; 

copies  of,  ib.     See  Leochares 
Gardner,    Mr.    Percy,   on   Dr.    Schliemann's 

discoveries  at  Mycense,  27 
Gasterocheins,  architects  of  Tiryns,  23 
Gaul,  the  ^i«^( Capitol),  examination  of,  558^ 
Gaul  killing  his  wife  (Villa  Ludovisi),  616 
Gauls,  invade  Greece  and  Asia  Minor,  535  ; 
defeated   by   Attains,    ib, ;   statues  of,    by 
Pergamenian  artists,   SVl  ff*  again  invade 
the  territory  of  Pergamon,  543  ;  defeated  by 
Eumenes  IL,  ib,  \  figures  of,  on  the  friezes 
of  Pergamon,  546 _^;  Roman  soldiers*  terror 
of,    547  ;   another  invasion   of  Greece   by, 
615/;  driven  from  Delphi  by  the  gods,  616 
Germania  devicta.     See  Thusnelda 
Germanicus  (Louvre),  the  statue  of  an  orator 
or  ambassador,  590  ;  its  artistic  merits,  590/ 
Germans,   ancient,    their   conception    of  the 

gods,  15 
Giants  and  Gods,  myth  of  the,  548 
Gigantomachia  on   the   Pergamenian   friezes, 
546,    547   n,    548  ff;  vase  paintings  and 
gems,    549 ;   the   Zeus  group,    549  /;  the 
Atheni  group,   550  /;   the   Hecate  group. 
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55'/;  other  groups,  SS^JTf  Heracles'  part 
in,  554/;  as  a  work  of  art,  555 

Gitiadas  of  Sparta  {circ,  B.c.  516),  architect, 
sculptor,  and  poet,  54 ;  built  and  decorated 
the  temple  of  Athini  Poliouchos  at  Sparta, 
and  wrote  a  hymn  to  Athene,  ib, 

Giustiniani  Hestia*     See  Hestia 

Gladiator,     See  Borghtse  Gladiator 

Gladiator^  the  dying  (Capitol).  See  Gaul,  the 
dying 

Glaucias  (school  of  iEgina,  arc.  B.C.  450), 
made  statues  of  boxers,  and  one  of  Gelon, 
the  tyrant  of  Syracuse,  83 

Glaucus  of  Chios,  Brst  invented  soldering 
metals,  48 

Glaucus  and  Dionysius,  Argive  artists  [cite, 
B.C.  470),  made  statues  of  deities  offered  at 
Oljrmpia,  90/ 

Glycon  of  Athens,  author  of  the  Famesian 
Heracles  at  Naples,  579,  591.  See  Far- 
nesian  Heracles 

Gorgon^  Ktc\\9Xc  head  oi^Lt  \o\.    •S'f^  Medusa 

Golhe,  speech  of  Faust,  13  «;  on  the  Elgin 
marbles,  249;  on  the  Laocoon^  S^S /i  on 
the  Apotheosis  of  Homer,  609 

Graces^  the  Thr^e,  in  the  Vatican,  148/ 

Greece,  development  of  art  in,  4/,  8iyj  368  ff\ 
influence  of  the  gymnasium,  6  ;  introduction 
of  the  nude  in,  7 ;  the  gods  of,  12  ^;  art 
periods  in  the  history  of,  15,  81,  170,  368, 
566;  archaic  artists,  18^  47^;  remains 
of  cydopean  works,  2\ff\  origin  of  Homeric 
art,  36;  effect  of  Xerxes*  invasion  on,  170 
ff\  prosperity  of,  177  ;  influence  of  the 
Persian  and  Peloponnesian  wars  on  the 
development  of  art  in,  368  ff\  introduction 
of  new  gods,  372 ;  social  condition  of 
women  in,  442  ;  decay  of  art  in,  under  the 
successors  of  Alexander,  510  ff\  plundered 
of  her  art  treasures  by  the  Romans,  572/; 
statues  dedicated  at  Delphi  for  the  defeat  of 
the  Gauls,  615  /;  character  of  the  nation 
shown  in  its  art,  672.    See  Art 

Greeks,  their  art  instinct  and  love  of  beauty, 
4/;  the  dances  of,  6 ;  their  dress  in  the  age 
of  Pericles,  8  ;  the  religious  sentiment  of, 
9/,  \\  ff\  their  predilection  for  rude  idols, 
IZ^  /',  Athinif  the  central  figure  in  their 
religion,  242 ;  compared  with  the  Romans, 
672 


HER 
Gregory    Nazianzen,    scholiast    of,    on     the 

Aphrodite  Urania^  198  n 
Groves,  sacred,  16 
Gryllion,  Aristotle's  artist,  497 
Guglielmo  della  Porta,  his  restoration  of  the 

Toro  Famese,  528.     See  Famesian  Bull 
Gymnasium,  the  Greek,  value  of^  as  a  school 

of  art,  6 

HADES,  Homer's  conception  of,  12  if 
Hadrian,  emperor,  rude  taste  in  art  of, 
135  ;  his  affection  for  Antinous,  659  ;  grief 
for  the  loss  of  his  favourite,  66a  .Sflr  Antinous 

Hadrian- Metrs  (Ix>uvre),  604 

Halicamassus,  embellished  by  King  Maosohis, 
402.     See  Mausolus.    Mausoleum. 

Harntodius  and  AristogeiUniy  reliefs  and  statoes 
of,  39,  107/;  bronze  figure  of  by  Antenor, 
95  ;  vicissitudes  of  this  work,  ib.  ;  in  the 
Boboli  Gardens,  109 ;  group  by  Praxiteles,  455 

Harpocration,  on  the  cult  of  Athhti  Hihf,  321 

Harpy  monument  (Brit.  Mus.),  ill  jf\  diver- 
sity of  opinion  on,  115 

Hebey  wedding  of.     See  Heracles 

Hecate  Epipyrgidia  of  Alcamenes,  205.  See 
Aicamenes 

Hecate^  Triple^ from  the  Pergamenian  frieze,  551/" 

Hegias  {circ.  B.C.  450),  alleged  teacher  of 
Pheidias,  96,  175  ;  made  a  group  of  the 
Dioscuri^  of  hoys  on  race-horses,  and  a  statue 
of  Heracles^  ib,  ;  the  Dioscuri  removed  to 
Rome,  572 

Hegylos  and  Theocles  [circ,  B.C.  550),  made  a 
group  of  Hercules  and  the  Hesperides,  51  / 

Helbig,  Prof.,  on  an  archaic  Apollo  in  the 
Villa  Ludovisi,  59 

Helios  on  his  chariot  (Parthenon),  263 

Hellenes.     See  Greeks 

Hephsestion,  statue  of  by  Lysippus,  485  ; 
funeral  pyre  and  bie^  o^,  512.    5)f^Lysippas 

Hephastusy  his  fabled  shield  of  Achilles  and 
other  works,  20/,  33,  36  ;  as  represented  on 
the  Parthenon  frieze,  292/ 

Hera  Farnese  (Naples),  347 

HeracleSf  statue  of,  by  Daedalus,  at  Pisa,  20  ; 
Hesiod's  shield  of,  39/;  Heracles  and  the 
CercopeSj  (36 f;  combat  with  an  Ameuam^ 
68/;  contest  with  Apollo  for  the  Tripod, 
91/  142/;  Heracles  and  the  Hind,  107  ; 
toedding  of  with  Hebe,  131/;    marriage  c^f 
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Heracles  and  Pallas^  146/;  Hercules,  Atlas , 
and  Hesperid,  226  ;  Heracles  and  the  Cretan 
Bully  227.     See  Metopes 

Heracles  EpUrapexios  of  Lysippus,  taken  about 
with  him  by  Alexander  on  his  expeditions, 
481 ;  the  property  successively  of  Hannibal, 
Sylla,  and  Novius  Vindex,  ib, 

Heracles  and  the  Nemaan  Lion,  229 ;  parody  of, 
byBocthosofChaIcedon,563/  SeeFamesicm 
and  Mastai  Heracles  and  Belvedere  Torso 

Heraclides,  son  of  Hagnos  of  Ephesus,  supposed 
author  of  a  statue  of  Ares  in  the  Louvre,  597 

Heraion  (temple  of  Her^)  at  Argos,  sculptures 
of,  346  ;  Polycleitus'  statue  of  Here  in,  ib. 

Heraion  at  Olympia,  Pausanias*  account  of, 
455 /»  Praxiteles*  Hermes  and  Dionystis 
found  at,  ib.  ;  site  of,  discovered  by  German 
excavators,  456 

Heri,  symbols  of,  at  Argos  and  Samos,  16/, 
21  n ;  archaic  Bgure  of,  in  the  Ludovisi 
Villa,  79 ;  wedding  of,  142 ;  on  the  Par- 
thenon frieze,  292  ;  Heri  Ludovisi,  ZM  ff\ 
Juno  Pentini,  349 

Hermaphrodite,  origin  of  the  idea,  576  «  ; 
statue  of,  ascribed  to  Polycles  I.,  577 

Hermae  (archaic  symbols  of  Hermes)  of 
Arcadia,  17 

Hermes  and  the  calf,  99/;  carrying  a  ram, 
100  ;  Hermes  reposing  (Naples),  in  the  style 
of  Chares,  493 

Hermes  of  Praxiteles,  discovered  at  Olympia, 
457/;  motif  qX,  taken  from  Homer,  457  n  ; 
description  of,  458  ;  resemblance  to  the  Bel- 
vedere Mercury,  459.     See  Belvedere  Mercury 

Hermocles  of  Rhodes,  statue  of  Bombakos  by, 

5'9 

Hermodorus,  epigram  of,  on  the  Lemnian 
Athini,  190 

Hermon  of  Troezen,  archaic  statue  of  Apollo 
Thearius  by,  zxAxoana  of  the  Dioscuri,  93/ 

Herodes  Atticus,  580 

Herodotus,  the  religious  sentiment  in  his  His- 
tory, 9/;  on  the  Pelasgi,  15/;  account  of 
the  colloquy  between  Croesus  and  Solon,  80 ; 
on  the  \\orship  of  the  Cabeiri,  387  «  ;  on  the 
Egyptian  cult  of  Osiris  and  Isis,  667  n,  668 

Herodotus  of  Olynthus,  made  portraits  of 
Phryne  and  Glycera  the  Hetcdrai,  496 

^esAodi'^s  shield  of  Heracles,  39/ 

Hestia  CTiW/mMtf/ (attributed  to  Calamis),  166^ 


HYP 

Hetcurai,  Athenian,  443 

Hettner,  Prof.,  on  the  Laocoon,  526  n 

Heyne,  Prof.,  theory  of,  on  the  Venus  d^ 
Medici,  58^ 

Hiero  H.  of  Syracuse,  colossal  Ship  of,  512/ 

Himerius,  on  the  versatility  of  Pheidias, 
190 

Hipponax  the  poet,  caricatured  by  Boupalus 
and  Athennis,  50 ;  his  revenge,  ib, 

Hirschheld,  Dr.,  on  the  Niki  of  Paeonius, 
241  ;  discovers  a  work  of  Praxiteles  at 
Olympia,  457 

Historical  art,  Greek,  635  ;  Pheidias*  statue  of 
Miltiades,  636 ;  Cleobis  and  Biton  and  Hcur- 
modius  and  Aristogeiton,  ib.;  TelesiUa  the 
poetess,  ib. ;  late  origin  of,  ib.  See  Portrait 
Sculpture,  Greek 

Homer,  on  the  relation  of  men  to  the  gods, 
II  M  ;  his  conception  of  Hades,  12  ff ;  on 
the  chorus  of  Ariadne  by  Daedalus,  20  ;  on 
the  Niobe  of  Mount  Sipylus,  30 ;  influence 
of,  on  Greek  art,  31  ;  personality  of,  31  « ; 
his  gods,  32  ;  his  description  of  the  palace 
of  Alcinous,  33  ;  other  mythical  descrip- 
tions of,  33/;  of  working  in  metals,  34  ;  his 
armour,  modelling  in  clay,  and  embroidery, 
35  ;  his  shield  of  Achilles,  Z^ff',  his  Har- 
pies, 114  ft,  115  ;  supplies  the  motif  oi  the 
Olympia  ft  Zeus,  192  ;  his  description  of 
Ath6n^,  243 ;  Ptolemy  IV. *s  temple  of, 
492  n,  513;  lines  on  Menelaus  and  Palro- 
clus,  532  n,  533 ;  Famesian  bust  of,  at 
Naples,  646 

Homer,  apotheosis  of  (Bni.  Mus.),  analysis  and 
description  of  the  figures  of,  606^ 

Horace,  lines  from,  on  the  myth  of  the  Far- 
nesian  bull,  531 ;  sneer  at  art  connoisseurs, 
574  n  ;  ridiculed  as  a  connoisseur  himself 
by  Davus,  ib, ;  on  the  glories  of  Augustus 
Caesar's  reign,  654 ;  on  the  emperor  as  a 
god,  656 

Horus  (Egyptian  deity),  Greek  and  Roman 
view  of,  669  ;  as  represented  in  art,  ib. 

Humann,  Mr., discoveries  of,  at  Pergamon,544 

Hypatodorus  and  Aristogeiton  of  Thebes  (circ. 
B.C.  380),  made  a  group  of  the  Seven  against 
Thebes,  495  ;  the  AthSni  at  Aliptera  of 
Hypatodorus  regarded  as  •  one  of  the  grand- 
est works  of  art,*  496 


Digitized  by 


Google 


688 


INDEX. 


ICT 

I  CTIN US,  magic  owl  of,   loi  n  ;  architect 
of  the  Parthenon,  183,  205  ;  of  the  temple 
of  Apollo  in  Pbigaleia,  306 
Ilium  J  metope  of y   515/;    Dr.    Schliemann's 

opinion  of,  516  /i 
Ino  Leucothea  (Munich),  375 
lonians,  fondness  of,  for  flowing  robes,  7,  9 
Iphigenia,  altar  of  578;  sacnfice  o/{¥\oTtT\cc), 

595/ 
Iris,  on  the  Parthenon  frieze,  292 
Isis,  worship  of,  introduced  into  Rome,  668  ; 

Roman  statues  of,  668/ 
Isocephalism,  60,  298 
Italy,   introduction  of  Oreek   art   into,   567. 

See  Etruscan  art.  Rome 

JAHN,  O.,  his  interpretation  of  the  Orestes 
and  Electra  of  the  Villa  Albani,  626 
Jews,  the,  had  no  national  art,  10. 
Jupiter  Otricoli  of  the  Vatican,  196 ;  Jupiter 

Verospiy  197 
Juvenal,  on  the  Egyptian  cult  of  Anubis^  670  n 

KEKUL^,  Prof.,  on  the  image  oi  AthinP 
Nikiy  322  n  ;  theories  as  to  the  temple 
oiAthini  Nik^,  328,  331/*;  on  the  Thorn- 
extractor^  565  « 
Knife-sharpener^  the  (Florence)  561/ 

LACTANTIUS  PLACIDUS,  on  a  paint- 
ing of  the  Niobe  tragedy^  425 
I^das  tlie  Laconian,  Myron's  statue  of,  157 
Lange,  Dr.  Conrad,  his  arrangement  of  the 

i^ina  marbles,  124^ 
Laocoon^   artists  of,  520 ;    Pliny's  praise  of, 

520  n  ;  discovered  at  Rome  in  1506,  520/; 

attempts  of  Italian  artists  to  repair,  521  ; 

the  Neapolitan  copy,   ik  ;  controversy  on 

the  subject,   $21  f;   Virgil's  relation,  522  ; 

motif  taken  from  the  Jliupersis  of  Arctinus, 

523  ;  the  story  dramatized  by  Sophocles,  ib.  ; 

examination  of,    523/;    arrangement    and 

execution   of,   526/;  other  works  on   the 

subject,  527 
Laphaes  the  Phliasian,  made  an  archaic  image 

of  Heracles  and   a  colossal  nude  Apollo  at 

.^ina,  94 
I^astheneia,  the  Mantinean  Hetaira^  443 
Latona,  grotesque  image  of,  at  Delos,  18 
Layard,  Mr.,  discoveries  of,  at  Nineveh,  38/ 


LYC 

Lesena  (mistress  of  Harroodius),  statue  of,  bj 
Amphicrates,  95 

Lcmnian  Athini  of  Pheidias,  189/;  classic 
notices  of,  ib, 

Lenormant,  M.,  his  discovery  of  a  copy  of  the 
Athenf  Parthenos  of  Pheidias,  1S5/ 

Leochares  of  Athens  {circ,  B.C.  372),  em|^o3red 
on  the  Mausoleum  of  Halicamassus^  404  ; 
Plato's  and  Pliny's  notices  of,  462  ;  his 
statues  of  gods,  ib, ;  Ganymede  and  the  Engit^ 
463/;  works  of,  in  the  Philippeicn  xU 
Olympia,  464  ;  his  Alexander  the  GrecU  at  a 
Lion-hunt^  statue  of  IsocraJes,  and  of  a 
'  Slavc'-dealer^  ib,  ;  Leda  and  the  Swan  attri- 
buted to,  465 
I   Leonidas  of  Tarentum,  epigram  of,  on  the  Caw 

of  Myron,  158 
I  Leontion,  mistress  of  Epicurus,  443 

Lessing,  on  beauty  and  truth  in  art,  7  if,  525  ; 
lines  of  Sadoletus  from  his  Laocoan^  524  n  ; 
analysis  of  the  Laocoon  group  by,  525/ 

leucothea  relief  (Villa  Albani).  117/ 

Libanius,  his  panegyric  of  iht  Apollo  in  Dopkm^ 
465.     See  Apollo.     Bryaxis 

Lindos,  symbol  of  Athene  at,  16/ 

Lceschke,  Dr.  G.,  on  the  works  of  Praxiteles, 
430  « 

Longperier,  M.,  on  the  loss  of  the  inscriplioii 
to  the  Venus  of  Melos^  601 

Lucian,  notices  of  art  and  artists  by  :  H^;ias, 
Critios,  and  Nesiotes,  109,  no  »  ;  the 
Discobolus  of  Myron,  159 » ;  on  female 
beauty,  166  ;  the  Lemnian  AthhU  of  Phei- 
dias, 189  ;  the  Olympian  Zeus,  192  ;  the 
Amazon  of  Pheidias,  198  ;  the  Aphrodite  of 
Alcamenes,  203  «,  204;  Demetrius  of 
Alopeke,  340  «,  341  «  ;  the  Diadumunos 
and  Doryphoros  of  Polycleitus,  352^ ;  the 
Mausoleum  of  Halicamassus,  404 ;  his  de- 
scription of  the  Aphrodite  of  Cnidos.  445  j», 
446 ;  Euphranor  of  Corinth,  470/";  on  the 
cremation  and  burial  of  the  dead,  664  n. 
See  Sarcophagi 

Lucretius,  his  invocation  of  Venus,  197 

Lucullus,  M.,  carries  off  colossal  Apollo  c^ 
Calamis  to  Rome,  163 

Lyoeus,  Mount,  in  Arcadia,  sacred  grove  on,  16 

Lycia,  mythical  architects  from,  23  ^;  art  in, 
104,  III  #,  501  /;  Sir  Charles  Fellows' 
discoveries  in,  501/;  the  Nereid  nuntumtn 
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LYC 

restored,  ib.   See  Nereid  monumeut.   Harpy 

monument 
Lycius  of  Eleutheree  {circ,  B.C.  420),  pupil  of 

Myron,    333  ;    among  his  works  were  : — 

Achilles  and  Memnon^  ib,  ;  Boy  with  Perir- 

ranierion^  334;  Autolyais  the  Pancraiiasi, 

&c.,  334/ 
Lysander,  artistic  celebration  of  his  victory  at 

i*:gospotomi,  359/ 
Lysicrates,  choragic  monument  of,  at  Athens, 

473»  475 

Lysippus  of  Peloponnesus  {circ,  B.C.  330), 
assistant  of  Leochares,  464 ;  career  of,  477/? 
his  relation  to  Alexander  the  Great,  478, 
480;  his  originality  and  productiveness, 
478/;  chief  works  of:— statues  of  Zeiis^ 
479 ;  Eros  in  Tliespia  {see  Eros),  479  /, 
statues  of  Heracles,  A^ff  {^^^  Heracles  Epi- 
irapezios) ;  cognate  works  in  the  Vatican 
and  Capitol,  482 ;  statues  of  Alexander, 
483  ;  yEsop  and  the  seven  wise  men,  At^Sf 
{see  ^sop) ;  Olympian  Viclors,  486 ;  the 
Apoxyomenos,  486  /  {see  Apoxyomettos)  \ 
extant  works  in  the  style  of,  487/;  minor 
works  of,  488  ;  his  style,  488/;  school  of, 
490 ;  his  heroes  of  (he  Cranicus  and  Apoxy- 
mcnos  transported  to  Rome,  572  /;  the 
Heracles  Epitrapczios  reproduced  in  the 
Bchedere  Torso,  583/;  the  Kairos  of,  632 

Lysistratus,  brother  of  Lysippus,  style  and 
workmanship  of,  489/;  his  statue  of  Ale- 
lanippe  the  Hetaira,  490 


Ti/TADONNA,  the  Sixtine,  1 1 

•* '^  Mcenad,  the,  of  Scopas,  382 ;  the 
Maenad  gem,  382  n ;  Monad  from  Smyrna 
and  Bacchante,  in  the  Vatican,  383/;  Afe- 
nads  of  Praxiteles,  430.  See  coins  and  gems 

Magnesia,  art  school  of,  53  ;  battle  of,  543 

Mamurius  Veturius,  artist  employed  by  Numa, 
569 

Mancinus,  L.  H.,  exhibits  a  picture  of  Car- 
thage and  of  the  siege  operations  of  the 
Roman  troops,  637 

Marathon,  a  soldier  of,  105  ;  picture  of  the 
battle  of,  by  Micon,  636 

Marcellus,  art  plunder  of,  brought  to  Rome, 
571  ;  accused  of  demoralising  the  citizens 
thereby,  571/ 


MEN 

Marcus  Cossutius  Cerdo,  his  statues  of  Satyrs 

(Brit.  Mus.),  631 
Marcus  Aurelius,  reliefs  on  Arch  and  Pillar  of, 

641/ 

Marine    subjects,  Greek  and  Roman   treat- 
ment of,  395  ff,  400/.     See  Dionysus  and 
the  Tyrrhmian  Pirates,      Scopas.     Nereid 
monument 
Marsyas,  the,  of  the  Lateran,  155/;  of  Berlin, 

description  of,  562 
Martial,  on  the  art  of  Pheidias,  200  n  ;  refer- 
ences to  the  Boy  of  Strongylion,  338  n 
Mastai  Hercules  (Vatican),  account  of,  592/ 
Mausoleum  of  Halicamassus,  building  of,  402  ; 
restored  elevation  of,  403  ;  Pliny's  account 
of,    ib.  ;    description  of,    403  /;    Lucian's 
notice  of,  404  ;  its  ruins  employed  to  build 
a  Christian  church,  ib;  remains  of  in  the 
British  Museum,  ib\  reliefs  of,  407^ 
Mausolus,   King,  career  of,  402  n  ;   colossal 

statue  of,  404/     See  Mausoleum 
Medicean  Venus.     See  Venus  di  Medici 
Medicean  Minerva.     See  Mimtva  Medici 
Medon,  accuses  Pheidias  of  embezzlement,  175 
Medusa,  archaic  heads  of,  64,  65  «  ;  statuette 

of,  in  the  Collegio  Romano,  571 
Megara,  art  school  of,  366 
Megarian  Treasury  at  Olympia,  70/ 
Melas  of  Chios  {circ.  640  B.C.),  one  of  the 

earliest  artists  in  marble,  49 
Meleager,  statue  of,  in  the  Vatican,  490  n 
Melos,  terra-cotta  relief  from,  i  i^f 
Melos,  Venus  of,   date  and  artistic  value  of, 
600/;  composition  of,  601  ;  loss  of  the  in- 
scription  to,    ib.  ;    description  of,  601  ff; 
cognate  works,  603  j  theories  as  to,  603/; 
execution  of,  604 
Memmius  Regulus,  sent  by  Caligula  to  plunder 

Greece  of  works  of  art,  573 
Mensechmus  and  Soidas  of  Naupactus,  made 
a   chr}selephantine  statue  of  Artetnis  La- 
phria,  92/ 
Menelaus  bearing  the  body  of  Patroclus^  re-' 
presentations  of,  532/;  lines  on  the  subject 
from  Homer,  532  n,  533 ;  as  a  work  of  art, 
533  y*     ^^^  Ajax  rescuing  the  body  of  Achilles 
Menelaus,  pupil  of  Stephanos  (Grceco-Roman 
period),  his  Orestes  and  Electra,  625/!    See 
Orestes  and  Electra 
Mcnestheus  of  Aphrodisias,  598 
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Menestratus,  one  of  the  artists  employed  on 
the  temple  of  Diana  at  Ephesus,  496/ 

Mengs,  Prof.,  an  the  Niobc  group  at  Florence, 
416;  on  the  Behfdere  Torso  of  Heracles^  S^Sf 

Menodorus  of  Athens,   made  a  copy  of  the 
£ros  of  Praxiteles  for  Thespire,  448 

Menophantus,  artist  of  the  CMig^t  Vetms^  587, 
631.     Sfc  Chigi  Venus 

Merope,  myth  of,  626 

Messala,  Valerius  Max.,  picture  of  his  battle 
with  the  Carthaginians,  637 

Messene,  art  and  artists  of,  494/"$  statues  of 
Kpaminondas  at^  497 

Metals,  knowledge  of,  in  the  age  of  Homer, 
34  ;  the  invention  of  casting,  48/ 

Metopes: — Perseus  and  Medusa,  64/;  He- 
racles and  ike  Cercopes,  66  /;  Athin^  and 
the  Gian',  67/;  Acttron  and  his  dogs,  68/; 
AthPni,  69  ;  Zeu^  and  Herj  on  Mount  Ida, 
ib. ;  of  the  temple  of  Apollo  at  Delphi, 
211  ;  of  the  Theseion  at  Athens,  216^; 
of  the  temple  of  Zeus  at  Olympia,  225^:— 
Heracles,  Athini,  and  Hesperid,  226  ;  He- 
racles and  the  Cretan  Bull,  227  ;  the  Stym- 
phalian  Birds,  228  ;  contest  with  the  Ne- 
mrean  lion,  229 ;  the  Aug(ean  Stables,  ib.  ; 
the  triple  Geryon,  ib.  ;  the  Hydra,  230  ; 
Hjraclcs  ani  the  Boar,  ib.  ;  Cerberus^  ib.  ; 
Amazon,  ib.  ;  the  Keryneum  Hind,  ib.  ; 
the  Mares  of  Diomede,  ib.  ;  of  the  Par- 
thenon, 251  /";  Metope  of  Ilium,  515. 
See  Parthenon.  Centauromachia.  Apollo, 
temple  of,  in  Phigaleia.     Reliefs,  &c. 

Meyer,  Prof.,  on  the  Minerva  Medici,  188/ 

Micciades  of  Chios,  49 

Michaelis,  Prof.,  on  the  Athini  Parthenos  of 
Pheidias,  188 

Michelangelo,  his  attempt  to  repair  the  Lao- 
coon,  521 

Micon,  picture  of  the  battle  of  Marathon  by,  636 

Millingen,  Prof.,  on  the  Venus  of  Melos,  604. 

See  Melos,  Venus  of 
Milo,  Venus  de.     See  Melos,  Venus  of 
Miltiades,  consecrates  a  statue  of  the  goat- 
footed  Pan  ^\\o  fought  at   Marathon,  96/; 
Pheidias*  group  of  Miltiades  and  mythical 
heroes,  178,  199 
Minerva  Medici  of  the  Ecole  des  Beaux -Arts, 

Paris,  188/ 
Minyas,  8ubterranean  treasury  of,  23/ 


NAU 

Mithras^  cult  of,  introduced  into  Rome.  670 : 
art  representations  of,  670/ 

Mnasitimus  of  Rhodes,  son  and  assistasl  of 
Aristonidas,  519 

Mnesicles,  architect,  335  « 

Montorsoli  (pupil  of  Michelangelo),  attempt 
of  to  repair  the  Laocoon,  521  ;  restoration  of 
the  Apollo  BeheJere,  611,  614 

Morosini,  Venetian  commander,  destmctioo  of 
the  Parthenon  by,  248 

Moses  of  Chorene,  on  an  archaic  bronze 
statue  of  Dipcenus  and  Scyllis,  51 

Miiller,  O.,  on  organic  forms,  4  « ;  on  the 
chorus  of  Ariadne  by  Daedalus,  21  ;  on  the 
throne  of  Apollo  at  Amycbe,  41  ;  on  the 
invention  of  cisting  metals,  48/;  on  the 
altar  of  the  Twelve  Gods,  145  ;  on  Myron's 
Athini  and  Satyr,  155  ;  his  interpietatioo 
of  the  Famesian  Bull,  530/;  on  the  origin 
of  the  Hermaphrodite  idea,  576  n 

Mummius,  transports  the  art  treasures  of  Co- 
rinth to  Rome,  572 

Murray,  Mr.,  on  Dr.  Schliemann's  discoreries 
at  Mycenae,  27  /r,  28  if 

Mycenae,  Lion-gate  of,  21  ^;  treasuries  of 
Minyas  and  Atreus,  23/;  acropolis  o^,  24; 
Dr.  Schliemann*s  discoveries  at,  2,6  f 

Myron  of  Eleutherse  {eirc.  B.C.  480),  154/; 
chief  works  of : — group  of  Zeus^  Athini  and 
Heracles,  155  ;  statues  oi  Apollo,  IHonysos, 
and  A  thine  and  Satyr,  \$S/*  J^aamen  ef 
Hecate,  1 56  ;  bronre  Heracles,  Perseus^  and 
Medusa,  and  statue  of  Erechtheus,  ih. ; 
Pnusanias  on,  156/;  the  Cow,  157/";  the 
Discobolus,  158/;  other  works  attributed 
to,  160;  his  style,  161/,  200;  opinions  of 
classic  writers  on,  161/;  original  and  inde- 
pendent genius  of,  162  ;  school  oU  3^3  jf; 
compared  with  Polycleitus,  357  f;  the 
Apollo  of,  and  Drunhen  Old  IVomcm  at 
Ephesus,  393 
Mys,  his  bittle  of  the  Centaurs  on  the  shield  of 

Athfni  Promachos,  180 
Mythology,  its  influence  on  the  art  of  Greece, 
9ffi  gods  of  the  Germans  and  Pelasgi,  15/; 
idols  and  other  symbols,  16.     See  Art,  &g. 

NAUCYDES   of  Afgos  {circ,  B.c.  440), 
adds  a  sUtue  of  Hebe  to  the  Here  of 
Polycleitus,   346,  362 ;    notice  of,   361  /; 
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chief  works  of :  —besides  the  Hebe  for  the 
Heraion  at  Argos,  he  is  the  author  of  a 
HeccUe  and  a  Hermes,  362 ;  statues  of 
Cheimtm  the  Wrestler,  Eucles  the  Boxer, 
and  a  genre  Discobolus,  362  ff\  and  of 
Erinna  the  poetess,  363 

Naupactus,  artists  of,  92/ 

Nemesis,  statue  of,  by  Agoracritus,  207/;  copy 
of,  in  the  Lateran,  208.     See  Agoracritus 

Nereid  monument  at  Xanthos,  Fellows'  and 
Faikencr's  reconstructions  of,  501  /;  sculp- 
tures from,  in  British  Museum,  502  ;  re- 
mains of,  Sozff'f  analysis  of  the  figures  on 
the  frieze,  503^;  archaeological  speculations 
on,  S^/f  difficulties  of  interpretation,  507/ 

Nero,  adorns  his  Golden  House  with  the 
plunder  of  Greek  art,  573 ;  dream  of,  629  ; 
Zenodorus'  colossal  statue  of,  630 

Nerva,  Emperor,  statue  of,  as  Jupiter,  in  the 
Vatican,  656 

Nesiotes.     See  Critios 

Newton,  Mr.,  theory  as  to  the  pediments  of 
the  temple  of  Zeus  at  Oljrmpia,  238 ;  on  a 
bust  oi  Aphtodite  at  Aries,  447  ;  brings  the 
Lion  of  Cnidos  to  England,  499 ;  discovers 
the  Demeter  of  Cnidos,  500 

Nicarchus,  epigmm  of,  on  AthM  Nikf,  322/ 

Niceratus  of  Athens  (r/><-.  B.C.  420),  reputation 
of,  343  ;  his  chief  works  i-^Asklepios  and 
Hygieia,  ib.  ;  Alcibiades  and  Detnaret^,  ib. ; 
Glaitcippe,  mother  of  an  elephant,  ib.  ;  the 
poetess  and  warrior,  Telesilla,  of  Argos,  Uf, 

Nicodamus  of  Arcadia  {circ.  B.C.  420),  366 ; 
made  statues  of  Ath^nf  and  of  Heracles 
shooting  the  Nemcean  lion,  ib, 

Nicomedes,  King  of  Bithynia,  offers  to  pay  the 
national  debt  of  Cnidos  for  the  Aphrodite,  442 

Aiki,  the,  of  Paeonius,  239  ff',  Pausanias' 
notice  of,  ib. 

Niki  Apteros,  temple  of,  at  Athens,  319  /; 
restored  elevation  of,  320;  controversy 
respecting,  321  n,  322^;  analysis  of  the 
sculptures  on  the  frieze  of,  324^;  figures 
of  the  balustrade,  326  ff\  investigations  of 
German  archroologists,  327  /;  Prof.  Ke- 
kul^*s  theories  on,  Z^^ff 

Nile,  statuette  of,  in  the  Vatican,  517 

Nineveh,  Mr.  Layard's  discoveries  at,  38/ 

Niobe,  archaic  figure  of,  on  Mount  Sipylus,  28^ 

Niobe  group,  the,  414^;  miniature  sketch  of, 


ONA 
ib.  ;  Pliny's  account  of,  414  xr,  415  »;  attri- 
buted to  Praxiteles,  415/;  Florentine  and 
other  groups,  415  /  421/;  at  the  Uffizi 
Palace,  416;  theories  on,  416  _^;  the  cen- 
tral figure,  418 ;  analysis  of  the  other 
figures,  419  ff\  other  representations  of, 
424/;  removed  to  Rome,  573 

Novius  Plautus,  artist  of  the  Ficoronian  cista, 
S7^/*  Mommsen  on,  571  n 

Nude,  the,  introduction  into  Greece,  7  ;  Phei- 
dias'  treatment  of,  271 


r\CRAN  DEITIES,  Greek  representations 
of,  396^  400/     See  Nereid  monument, 
Dionysus  and  the  Tyrrhenian  Pirates,  dr>c. 

Odeum,  the,  at  Athens,  182 

Olympia,  throne  of  Zeus  at,  42  ;  the  Megarian 
treasury,  70/;  Pheidias'  exile  and  recep- 
tion by  the  Eleians  at,  177,  191/;  plain  of 
the  Altis  and  its  hallowed  memories,  223  ; 
falls  under  Turkish  rule,  224 ;  Mr.  R. 
Chandler's  visit  to,  ib,  ;  Winckelman  on, 
ib.  ;  other  European  visitors,  ib,  ;  German 
explorations  at,  224  /  232  /,  237  /,  240, 
456/;  Spartan  trophy  dedicated  at,  359/; 
the /^^(fli<w,455/(j^^  Heraion)  » the  Philip- 
peion,  464.     See  Altis.     Delphi. 

Olympia,  temple  of  Zeus  at,  Pseonius'  decora- 
tions of,  206,  231^;  the  sculptures,  223^; 
the  eastern  pediment,  231  ^;  the  western 
pediment,  236^;  discovery  of  the  NikS  of 
Peeonius  at,  240 

Olympian  games,  their  influence  on  Greek 
art,  151 

Olympian  Zens,  undertaken  by  Pheidias,  191  ; 
motif  of  borrowed  from  Homer,  192 ; 
classic  notices  of,  192,  195;  Pausanias' 
account  of,  192/;  material  and  workman- 
ship of,  193/;  Jupiter  himself  pleased  with 
it,  194 ;  restored  by  Damophon,  ib.  ;  sub- 
sequent fate  of,  194/;  attempt  of  Caligula 
to  remove  to  Rome,  573.     See  Pheidias. 

Olympiosthenes  of  Athens,  376 

Onatas,  sculptor  and  painter  {circ.  460  B.C.), 
84^;  Pausanias'  account  of,  ib,  ;  besides  a 
bronze  Apollo  and  a  statue  of  Hiero,  he 
made  a  group  of  Grecian  Heroes  before  Troy, 
ib.  ;  a  Hermes  Criophoros  and  the  black 
Demeter,  85/,  136 
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Orchomenus,  objects  of  worship  at,  17;  Steie^ 
of,  106/ 

Orestes  and  EUctra^  meeting  of,  120  /; 
Winckelmann  s  interpretation  of  the  group 
in  the  Villa  Albani,  625 ;  lines  from 
Euripides  respecting,  ik  ;  various  opinions 
on,  625  /;  Jahn's  interpretation  of,  626  ; 
the  Neapolitan  group,  626/ 

Orpheus^  Eurydice^  and  f/ermes^  relief,  302^ 

Overbeck,  on  the  chorus  of  A r iodine  by 
Dawialus,  20/ 

Ovid,  on  Greek  dancing,  6 

Oviu>,  C,  artist  of  a  bronze  head  of  Medusa^ 
in  the  Collegio  Romano,  571 

(?2&/,  colossal,  from  the  Acropolis  of  Athens,  loi 

P NONIUS  OF  MENDA,  supposed  pupil 
of  Pheidias,  205,  231/  236;  rem  ins 
of,  205  ff\  Niki  on  a  pillar^  205,  207.  239  ; 
his  Chariot-race  between  (Enomaus  an^i 
Pelops^  2o5 ;  works  of,  discovered  at 
Olympia,  237  /;  finishes  the  older  Ar'e- 
mision  at  Ephesus,  391 

Paestum,  Doric  temple  of,  43 

Painting,  Greek  and  Romin,  references  to, 
36/;  42,  84,  150,  175,  191,  418,  425, 
559  n,  596,  623  «,  633,  635/  637 

Paley,  Mr.  F.  A.,  on  the  antiquity  of  Homer, 
31  n 

Pallasy  archaistic,  from  Herculaneum,  139 ; 
mwriage  of  Pallas  and  Hercules^  146  f\ 
Pallas  Giustiniani  (Vatican),  183  «,  189 ; 
Pallas  Velletri,  of  the  Louvre,  183  n 

Pansenus,  a  painter  and  brother  of  Pheidias, 
42,  175,  191  ;  his  pictures  of  Hellas  and 
Salamis,  633 

Panathenaic  vases,  100,  102 

Panathenaic  procession,  the,  274  ;  the  ship  on 
wheels,  274  n  ;  peplos  of  Athene,  274,  275  «, 
296^ ;  supposed  representation  of,  on  the  Par- 
thenon friezes,  275  »,  276^.    See  Parthenon 

Pandroseion,  sanctuary  of  the,  314/;  carycUids 

of.  315/ 
/Vi»jA^/wa,  archaistic  (Brit.  Mus.),  140/ 
Papiasof  Aphrodisias.   5iAf  Aririteas  and  Papias 
Papylus,  pupil  of  Praxiteles,  468;  works  of, 

removed  to  Rome,  573 
Parmeniscus,    made  merry   at  sight    of   the 

wooden  Latona  of  Delos,  18 
Paros,  art  in,  376,  378/ 


PAU 

Parthenon,   statuette   of  Athcn^,    from     the, 
100/;  archaistic  pedestal  from  the,  141  ;  de< 
dicated,  182  ;  built  by  Ictinus,  183  ;  material 
and  construction  of,   ib,  ;    the    'crown   of 
Greek  art,*  242 ;  building  of  the  post-Per- 
sian,  245  n ;    restored  view   of,    246 ;    iu 
plastic  decorations,  246/;  ground  plan  of, 
247  ;  vicissitudes  of,  ib.  ;  notices  of  its  re- 
mains by  missionaries  and  travellers,  247/" ; 
destruction  of,  by  the  Turks  and  Venetians, 
24S ;  sculptures  from,  brought  to  England 
by   Lord   Elgin    [see  Elgin,    Lord),     249; 
figures  on   the  pediments   of  the,    iSl  f* 
261  ff\  Carrey's  drawings,  257,  258,   263  ; 
extant  figures  from  the,  2^\ff\  the  frieze  of 
the  Cella,  273  /;    controversy  as  10   the 
triumphal  representation  on  the  frieze,  275  n, 
276 ;  figures  of  horsemen,   chariots,    musi- 
cians, &c.,   276^  281  /   282 ;  sheep  and 
cows    for    sacrifice,    283 ;    train   of  coble 
maidens,    ib.  ;     of    |emale    mdoikoi     and 
archons,  287  ;  central  group  of  gods,  288 jf; 
the  five  central  figures,  295^;  conception 
and  execution  of  the  Procession,  297^ 

Pasiteles  and  his  school  (circ.  89  B.C.),  622  jT; 
employed  on  the  Portico  of  Metellos,  ib; 
notices  of  his  contemporaries,  ib,  \  his 
statues  of  Jupiter  and  the  learned  Roscius, 
ib.  ;  productions  of  his  imitators,  623/"  {see 
Esquiline  Venus  and  Racing  Girt,) 

Pasquino.  See  MenelcMS  bearing  the  body  &f 
Patroclus 

Patrocles  of  Sicyon,  employed  on  the  Lysander 
trophy  at  Olympia,  360/ 

Paullus  ^milius,  admiration  of,  for  the  Olym- 
pian Zeus,  192  ;  immense  art  plunder  of,  572 

Pausanias,  notices  of  art  and  artists  by  :  on 
archaic  idols,  18  n ;  the  works  of  Epeius, 
21  ;  the  Cyclopean  remains  of  Mycenas  and 
Tiryns,  22  /;  the  archaic  Niobe  on  Mount 
Sipylus,  29 ;  his  account  of  the  chist  of 
Cypselus,  40  ;  on  the  Amycla.jn  Apollo,  41  ; 
on  a  statue  of  Rhoecus  of  Samos,  49 ;  the 
works  of  Theodorus  of  Samos,  ib. ;  of  the 
Cretan  artists  Dipoenus  and  Scyllis,  50;  on 
the  first  works  in  marble,  lA  ;  on  Clearchus 
of  Rhegium,  52/;  his  account  of  Smilis  of 
iEgina,  53  ;  on  an  archaic  statue  of  Arra- 
chion  the  Pancratiast,  59;  the  works  of 
Simon    of   iEgina,    83 ;     his    account    of 
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Onatas  and  his  works,  84/;  on  the  works 
of  Glaucus  and  Dionysius,  90  « ;  the 
school  of  Critios,  96 ;  the  tomb  of  Androk' 
losy  105  »  ;  his  reverence  for  archaic  images, 
136 ;  on  Myron's  Hecate  and  other  works, 
156/;  on  the  Athenian  Pallas,  182;  his 
account  of  the  Olympian  Zeus^  ^9^ff>  on 
the  Aphrodite  Urania  and  other  works  of 
Pheidias,  197^;  notice  of  Alcamenes,  203  ; 
on  the  metopes  of  the  temple  of  Zeus  at 
Olympia,  225  n  ;  his  account  of  its  sculp- 
tures, 231  «  ;  notice  of  the  Nik^  of  Paeonius, 
239  ;  the  pediments  of  the  Parthenon,  257  ; 
the  sanctuary  of  Pandrosus,  314  «;  on  the 
origin  of  Caryatids^  316/;  notice  of  a  JS/ikS 
Apteros  of  Calamis  at  Olympia,  324  n ;  of 
the  works  of  Lycius  of  Eleutbene,  334  ;  of 
Callimachus,  339,  340 ;  on  the  Hei^  of 
Polycleitus,  346;  on  Polycleitus*  skill  as 
an  architect,  358  ;  on  the  works  of  Scopas, 
393  »  ;  notice  of  a  Niobe  group  at  Athens, 
424 ;  of  Praxiteles,  427 ;  on  Praxiteles' 
Saiyr  and  other  works,  436  /,  454  /;  his 
account  of  the  Heraion  at  Olympia,  455/;  of 
the  statues  dedicated  by  Attalus  at  Athens, 
535  /»  ^Js  reference  to  the  Great  Altar  of 
Fergamcn,  544  ;  his  account  of  the  invasion 
of  Greece  by  the  Gauls,  615  ;  on  the  statues 
of  AntinouSf  660  ;  on  the  cult  of  Isis,  668 

Pedestal^  archaistic,  from  the  Parthenon,  141  ; 
three-sided  (Dresden),  reliefs  on,  142/;  of 
Puteoli,  634/     See  Basis 

Pelasgi,  their  mode  of  worship,  15  /;  origin 
and  names  of  their  deities,  16 

Peleus  and  Thetis^  struggle  of  bronze  figures 
(Florence),  133 

Peloponnesian  war,  influence  of,  on  the  art  of 
Greece,  371  /;  on  the  social  position  of 
women,  442 

Peloponnesus,  art  and  artists  of,  131^,  345, 
366,  477/" 

Penelope  {Galleria  delU  Statue  of  the  Vatican) 
attributed  to  Calamis,  168/.     See  Calamis 

Perdix,  murdered  by  Dasdalus,  19  «.   ^<rTalos 

Pergamon,  p!astic  ait  in,  534  ff;  the  Attalid 
dynasty,  534 ;  invasion  of,  by  the  Gauls, 
535,  gives  an  impulse  to  art  in,  ib.  ;  groups 
of  statues  offered  at  Athens,  535 ;  extant 
works  of,  536^;  Pliny's  notice  of  artists 
of,    536 ;  figures  of  Gauls,   538  ff\  dying 


PHE 
Amazon  and  Persian^  539  /;  other  Sj^res 
of  Gauls,  540_^;  a  second  Gallic  invasion, 
543,  defeated  by  Eumenes  II.,  who  spends 
his  wealth  in  adorning  his  capital,  ib.  ; 
library  of,  543  n  ;  Altar  of  (Berlin  Museum) 
543  ff\  German  excavations,  544  /  {see 
Altar  of  Pergamon)  ;  other  works  f«  und  at, 
557/;  the  dying  Gaul,  558/;  Gaul  killing 
his  wife,  560  /;  The  Knife- sharpener  (Flo- 
rence), 561/;  J/a/'jryoj  (Berlin),  562 

PericIeitus,teacherof  Antiphanes  of  Argos,  360 

Pericles,  entrusts  the  control  of  the  public 
works  of  Athens  to  Pheidias,  175  ;  accused 
of  embezzlement,  176 ;  magnificent  build- 
ings of,  182  ;  busts  of,  649 

Peristomion,  reliefs  on  a,  in  the  CapitoHne 
Museum  at  Rome,  146/;  similar  works,  ib, 

Perseus  beheading  the  Medusa,  archaic  reliefs 
of,  64,  119,  120  M 

Persia,  cult  of  Mithras  introduced  from  into 
Rome,  670 

Petronius,  on  Myron  as  an  artist,  161 

Peucestes,  a  soldier  of  Alexander,  Tisicrates' 
statue  of,  491 

Phaedrus,  notice  of  Praxiteles  by,  428 ;  on 
Lysippus'  statue  of  yEsop,  485 

Pheidias,  throm  of  the  Olympian  Zeus  by,  42  ; 
contemporaries  and  precursors  of,  96,  151, 
203/;  probable  date  of  his  binh,  174;  his 
early  years,  175;  the  friend  of  Pericles,  ib.; 
accusations  against,  175  /;  said  to  have 
caused  the  Peloponnesian  war,  176  ;  classic 
notices  of,  176  /,  189  /,  191  ^.  I94  / 
197  /,  200  ff'y  exiled  to  Elis,  176  /; 
his  studio  at  Olympia,  177;  patronage 
of  Cimon,  178;  his  decoration  of  the 
Theseion,  ib.  ;  chief  works  of: — bronze 
group  of  Gods  and  //eroes  offered  at  Delphi, 
I79»  199;  chryselephantine  Athini,  179; 
acrolith  of  Athini  Areia  at  Platseas,  ib.  ; 
AthM  Promachos  for  the  Parthenon,  tb.  ; 
the  Athhif  Partlunos,  183  /;  prodigality 
of  the  Athenians  towards  their  goddess, 
183  «;  imitations,  185^;  presents  his  own 
portrait  on  her  shield,  186;  the  Lemnian 
Athen3,  189  /;  contest  with  Alcamenes, 
190;  his  residence  at  Olympia,  191/;  the 
Olympian  Zeus,  192^,  approved  by  Jove 
himself,  194;  Aphrodite  Urania,  197;  the 
Anadununos,    198  /;   the  Amazon^    198; 
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minor  works  of,  199/;  character  of  his 
genius  and  style,  200  ff;  his  pupils,  203/"; 
MiiUer's  and  Brunn's  conjectures  as  to  his 
visit  to  Elis,  206 ;  his  decorations  of  the 
Parthenon,  242  ;  his  part  in  the  Parthenon 
sculptures,  297/;  as  compared  with  Poly- 
cleitus,  345  /,  356  /;  supposed  copies  of 
his  Amazon  in  the  Vatican,  350,  351  n  ; 
his  statue  of  AfiltiadtSt  636.  See  Parthenon. 
Olympian  Zeus,  &c. 

Pherse,  idol  pillars  at,  16 

Phigalr  ia,  temple  of  Apollo  in,  306^  See  Apollo 

Philetaerus,  founder  of  the  Attalid  dynasty  at 
Pei^gamon,  534 

Philip  of  Macedon,  despoiled  of  his  art 
treasures  by  Flaminius,  572 

Pkilippeion,  the,  at  Olympia,  works  of  Leo- 
chares  in,  464 

Philippus  the  Crotonian,  monument  to,  for 
hb  beauty,  5 

Philiscus  of  Rhodes  (aVr.  B.C.  156),  $19; 
made  statues  of  Apollo,  Diana,  Venus,  and 
the  Nitie  Muses,  520;  the  Vatican  Muses 
and  Terpsic/iore  said  to  be  copies,  ib, 

Philoctetes,  Pythagoras  of  Rhegium's  statue 
o^»  1 53/;  on  gems,  ib, 

Philostratus,  on  the  genius  of  Pheidias,  202  ; 
on  the  Heri  of  Polycleitus,  347 

Phlius,  art  school  of,  94 

Phocians,  tripod  dedicated  by  at  Delphi,  142 » 

Phocion,  statue  of  (Vatican),  650 

Phoenicia,  the  Astarie  Aphrodite  of,  16 

Phradmon,  competition  of  with  Polycleitus 
and  Pheidias,  350,  365  ;  works  of,  365 

Phrygian  Atys,  in  the  Lateran,  670 

Phryne  the  Hetaira,  Praxiteles  outwitted  by, 
437  ;  exhibits  her  beauty  to  the  Athenians, 
443  ;  the  model  of  the  Venus  of  Cnidos, 
44.},  446  ;  Praxiteles*  statues  of,  452 

Phyromachus  of  Pergamon,  537  ;  his  statue 
oi  Asklepios,  ib, 

Pindar,  on  the  relation  of  men  to  the  gods, 
1 1 ;  on  temple  decorations,  45  n  ;  dedi- 
cated the  Zeus  Amman  of  Calamis,  163 ; 
on  the  Altis  of  Olympia,  223  n ;  on  the 
statues  of  Rhodes,  518 

Piombino  statue,  the,  in  the  Louvre,  58/ 

Pison,  pupil  of  Amphion  of  Athens,  96 

Pison  of  (^alureia,  engaged  on  the  Lysander 
trophy  at  Olympia,  360 


PLI 

Piston,  statues  of  Hermes  and  Arts  by,  496 
Pittheus,  architect  of  the  temple  of  Apolfe 

Thearius  at  Troezen,  93 
Plastic  art.     Set  Art 

Plato,  on  the  statues  of  Ehedalus,  20  «  ;  on 
the  madness  of  the  Maenads,  3S2  n  ;  on  the 
distinction  between  V<f»of  and  r^dWj,  386  m\ 
on  the  Greek  love  of  nature,  435  m 
Plaatijla,  wife  of  Caracalla,  as  Aphrodiie^  444/ 
Pliny,    notices    of   art   and   artists   by  : — his 
account  of  Dibutades  of  Sicypn,  47  f\  un 
the  works  of  Theodorus  of  Samos,  49 ;  of 
Boupalus,  50 ;  of  Dipoenus  and  Scyllis,  ih, ; 
story  of  these  artists,  51  n ;  on  the  works 
of  Simon  the  ^Eginetan,  84;  on  the  AtbeniaD 
contemporaries  of  Pheidias,    96 ;  00    the 
early  history  of  painting,   150 ;  on  Pytha- 
goras of  Rhegium,  152  /*;  the  character  of 
Myron's  art,    161   n,    162 ;   the  works  of 
Calamis,    164;    notice    of    the     LetmmimM 
Athhti    of   Pheidias,     189;    on    Pheidias' 
minor  works  and  style  of  art,  198  /^  200 ; 
notice  of  Alcamenes,  203  ;  on  the  Nemesis 
and  other  works  of  Agoracritus,  207/" ;  the 
works  of  Lycius  of  Eleutherae,  and  Stjrphax 
of  Cyprus,  334  nn,  335  ;  on  Ciesilas'   por- 
trait statue  of   Pericles,    335;    notice    ol 
Strongylion,  337  n  ;  of  Polycleitus'  works, 
352  /;  of  Cephisodotus  the  Elder,    374; 
and  of  Polycles  of  Athens,  376 ;  hi:»  account 
of  the  Temple  of  Artemis  at  Ephesos,  391  ; 
on  the  works  of  Scopas,  392,  394 /";  his 
account  of  the  Mausoleum  of  Halicajmassits, 
403 ;  notice  of  Praxiteles,  427 ;  the  Venus 
of  Cnidos,  441,  444;  on  a  statue  of  Phryne 
(the   Weeping  IVife  and  Laughing  HarUt), 
by  Praxiteles,  452  /;  his  Chetrioteer^  453  ; 
on  the  works  of  Praxiteles,  454/;  notice  of 
Cephisodotus  IL  and  of  Silanion  of  Athens, 
467  /;   of  Lysippus  and   his  works,   478, 
488  nn  ;  of  L)sistratus,  489  ;  Euthycrates, 
pupil  of  Lysippus,  490  n ;  his  account  of 
the  Colossus  of  Rhodes  (see  Colossus),  492 
/;  on  a  work  of  Amphistratus,  497  ;  Aris- 
tonidas  of  Rhodes,  519  ;  his  account  of  the 
Laocoon,    520  n,   $21  f;  notice  of  Perga- 
menian  artists,  536  n  ;  on  the  cessation  and 
revival  of  Greek  art,    576 ;    Diogenes  of 
Athens,    593;  Pasiteles,  622;  anecdote  of 
Nero's  dream,   629 ;    on   the    lost   art    of 
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bronze  casting,   630;   on    Greek    portrait 
statues,  646  »;  on  Roman  portrait  statues,  650 

Plutarch,  his  description  of  the  Delian  Apollo 
of  Tectoeus  and  Angelion,  52  m  ;  on  the 
abundance  of  artistic  materials  in  the  time 
of  Pheidias,  174 ;  on  the  perils  to  which 
the  artist  was  exposed,  175  n  ;  on  Pheidias* 
condemnation  and  imprisonment,  176  ;  on 
the  buildings  erected  by  Pericles  at  Athens, 
182  ;  on  the  Aphrodite  Uraniay  198  n\ 
saying  of  Polycleitus  recorded  by,  356 ;  notice 
of  Lysander's  trophy  at  Delphi,  360  ;  on  the 
prodigies  preceding  the  fall  of  Antony,  536  n 

Polycleitus  I.  of  Sicyon  {circ,  B.C.  482),  his 
competition  with  Pheidias,  198,  from  whom 
he  is  said  to  have  learned  engraving,  20c ; 
pupil  of  Ageladas,  345  /*;  classic  notices  of, 
345»  347»  356/;  compared  with  Pheidias, 
346,  356/*;  his  statue  of //Jrr/  in  i\\eHeraion 
at  Argos,  346/;  the  f/rrS  Ludovisi  at  Rome 
said  to  be  m  the  style  of,  347 ;  other  types, 
348/;  statue  of  HermtSy  2A9f\  doubtful 
works  of,  ib.  ;  works  mentioned  by  Pliny 
and  Cicero,  350 ;  the  Amazon  in  compe- 
tition with  Pheidias  and  other  artists,  350/, 
393  ;  supposed  copies  of  this  work,  351  «  ; 
his  specialty— the  DiadumenoSy  352;  the 
DoryphoroSy  353/;  supposed  extant  copies, 
354 ;  Athlete^  Wrestler^  and  AstragalizonUSy 
354/;  the  Canrphora  and  ArUmon,  355  ; 
style  and  genius  of,  355/;  compared  with 
Myron,  357  ;  his  skill  as  an  architect,  358  ; 
school  of,  359/* 

Polycleitus  II.,  pupil  of  Naucydes,  364  ;  made 
statues  of  Zeus  MeilichioSy  Zeus  Philios,  and 
Aniipatros  of  Miletus,  364/ 

Polydes  I.  of  Athens  {circ.  B.C.  372),  his  por- 
trait statue  oi  AlcibiadeSy  376,  576 

Polycles  II.  (Graeco- Roman  period),  pupil  of 
Stadieus,  577  ;  made  statues  oi  Amyntas  of 
Ephesus,  of  Juno  and  Jupiter^  and  of 
Heradesy  ib,  ;  alleged  author  of  the  Her- 
maphroditey  ib, 

Polycrates,  ring  of,  49 

Polydorus,  one  of  the  artists  of  the  Laocootty 
520/1     See  Laocoon 

Polyeuctus  of  Athens  [rirc,  B.C.  280),  469 ; 
statue  of  DemostJunes  by,  470 ;  supposed 
copy  in  the  Vatican,  ib, 

Polygnotus,  the  painter,  175 
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Pomponius,  C.  {circ,  B.C.  218),  author  of  a  sta- 
tuette of  Medusa  in  the  CoUegio  Romano,  571 

Porphyrion,  giant,  the  terror  of  Zeus,  555 

Portrait  sculpture,  Greek,  645^;  of  the  Alex- 
andrian period,  646 ;  figures  of  Homer, 
Alc^us,  Anacreon,  and  Tyrtseus,  646/; 
statue  of  Sophocles,  647/;  busts  of  Euri- 
pides, 648  ;  and  other  portraits  of  poets, 
orators,  and  statesmen,  649/ 

Portrait  sculpture,  Roman,  Pliny  on,  650 ;  cha- 
racteristics of,  650/;  portraits  of  Scipio 
Africanus,  Pompcy,  Julius  Caesar,  Mecaenas, 
and  the  poets,  &c.,  651/;  of  the  emperors, 
652^;  statute  equestres  et  in  bigisy  6$$/i 
deified  emperors,  656;  Roman  women, 
656/;  refined  taste  of  the  drapery,  657/; 
deified  ladies,  658;  of  Antinous,  659^.  Se^ 
Antinous 

Poseidon,  torso  of,  258;  on  the  Parthenon 
frieze,  293 

Poseidon  and  Amphitritey  nuirriage  of,  relief  ' 
in  Munich,  395/;  analysis  of  the  figures  of, 
396/" 

Poseidon^s  contest  with  Athiniy  from  the  Par- 
thenon, 257/" 

Prachov,  Prof.,  on  the  -^ina  marbles,  126 

Praxias  and  Androsthenes  of  Athens  {circ.  B.C. 
430),  their  decorations  of  the  temple  of 
Apollo  at  Delphi,  210/ 

Praxidamas  the  boxer,  portrait  statue  of,  645 

Praxilla,  lyric  poetess  of  Sicyon,  statue  of,  by 
Lysippus,  485 

Praxiteles,  his  Aphrodite  compared  with  the 
Aphrodite  Urania  of  Pheidias,  197  ;  his  de- 
corations of  the  temple  of  Aphrodite  Praxis 
at  Megara,  386_/';  the  Siobe  group  attri- 
buted to,  415/;  birth  and  date  of  his  activity, 
427 ;  enthusiasm  of  classic  authors  for, 
427/;  his  productiveness  and  extended 
sphere  of  his  work,  428/;  as  compared 
\«ith  Scopas,  429  ;  his  works  at  Thebes, 
PlataKE,  and  in  Asia  Minor,  ib,  ;  list  of  his 
works,  429^;  among  mar.y  others:— the 
Twelve  Godsy  ib. ;  Rape  and  Kesioration  of 
Coray  430  ;  Manadsy  ib, ;  TrophoniuSy  432  ; 
Apollo  SauroctonuSy  432/  and  copies,  433/; 
Dionysus  at  Elis,  434^;  the  Satyr y  436^^; 
hoaxed  by  Phrjme,  437  ;  copies  of  the  Satyr, 
438/;  Silenus  ami  the  infant  Dionysus, 
439/5  Aphrodite  of  Cnidos,  ^^lff{see  under 
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Aphrodite)  ;  the  sculptor  of  women,  442  _^; 
a  nude  and  draped  Aphrodite^  444 ;  other 
statues  of  Aphrodite^  447  ;  Eros  in  Thespia^ 
447/;  other  statues  of  Eros^  45o/;  the 
Diadumaios  in  Athens,  451/;  statues  of 
Phryne,  452  ;  the  Charioiar  and  Warrior 
stamiirtg  by  his  horse ^  453 ;  works  in  the 
Ceramicus  of  Athens,  454/;  Hamiodius  and 
Aristogeiton^  455  ;  Hermes  and  Dionysus, 
455/  (■'^^  Ileraion  at  Olympia) ;  cognate 
examples,  456  ;  chararteristics  of  his  style, 
At^f\  statue  by,  in  the  temple  of  Tropho- 
nius,  491  «  ;  works  of,  removed  to  Rome,  573 

Preller,  Prof.,  his  theory  on  the  Belvedere 
Apollo,  615 

Proclus,  on  the  Laoeoon,  525  n 

Procopius,  on  the  Ccw  of  Myron,  158  n.  See 
Mjrron 

Proetus,  King,  invites  architects  from  Lycia  to 
fortify  Tiryns,  23 

Propertius,  on  the  works  of  Myron,  160;  on 
the  Apollo  Citharadus^  386  ;  lir.es  on  Praxi- 
teles, 428  ;  notice  of  Timotheus,  466 ;  on 
the  Egyptian  worship  of  AnuHs,  670  n 

Propylaea,  on  the  Acropolis  of  Athens,  182 

Prusias,  King  of  Bithynia,  537 

Ptolemy  II.,  pompa  of,  513 

Ptolemy  IV.,  gigantic  Ship  of,  513 

Piolichus  of  yEgina  [circ.  B.C.  268),  made  a 
statue  of  the  boy- wrestler  TheognetuSy  84 

Pullan,  Mr.,  his  restored  view  of  the  Mauso- 
Imm  of  H^licamassus,  403.    See  Mausoleum 

Pliteoli,  reliefs  on  basis  of,  634/ 

Pyrilampes  of  Messene  {circ,  B.C.  372),  work 

by,  495 

Pynhus  {circ.  B.C.  420),  statue  of  Ath^nf 
Hygieia  by,  341 

Pythagoras  of  Rhegium  {circ.  480  B.C.),  \^^ff^ 
his  chief  works  : — Apollo  in  contest  •with  the 
Pyt hotly  152  ;  bronze  Nikfy  statues  o{  /^m- 
tiscus,  Euthymus  a  Pancratmst,  Astylus, 
Perseus,  PolyniceSy  and  Eteoclcs,  ib,  ;  Europa 
and  the  Bully  152/;  vmd  Philoctetesy  153/; 
copies  of  the  last  work  still  extant,  ib, ;  cha- 
racter and  style  of  his  work,  153,  200 

QUINTILIAN,  notices  of  art  and  artists 
by  :  the  works  of  Hegias,  109 ;  Myron's 
DiscoboluSy  159  ;  his  opinion  of  Myron  as 
an  artist,  162 ;  on  the  works  of  Calamis,  165 ; 
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the  Athint  Parthntos  and   Olympian  Zeus, 
196 ;  notice  of  Demetrius  of  Alopeke,  340 «r ; 
on  the  works  of  Polycleitus,  353,  356/*;  on 
a  picture  of  Timanthes  the  Cynthian,  596 

TRACING  ^/A'Z of  Pasitelcs* school,  627/; 
"■  *-      motif  ^nA  description  of,  ib, 
Ravaisson,  M.,  on  the  Venm  of  Melos,  604 
Redcliflfe,  Lord  Stratford  de,  sends  relief  from 
the  iYArx/Wtf/mof  Halicaroassus  to  England, 
407 
Relief  style,  the,  59/ 

Reliefs,  Greek  archaic,  28,  40^  59/;  from 
the  Temple  of  Assos,  61/:— Ziwx,  BuUs^ 
Sphinxes  and  Centaur ,  Bangui y  Heradesy 
Triton  and  KereidSy  ib ;  the  Amphiaraus 
StfU  at  Sparta,  7 1  /;  Dionysus  and  Semeley 
73  ;  Youth  feeding  a  ^erpenty  74 ;  relief  from 
Samothrace,  77/;  Attic,  98/,  102^,  105/; 
of  the  Harpy  monument,  1 1 1  ff\  the  Leuco- 
thea,  117/;  the  relief  oi  Thasos,  1 18/;  from 
Melos,  119/;  Wedding  cf  Zeus  and  Heri 
(Villa  Albani),  142  ;  contest  for  the  Delphian 
tripody  142/;  consecrcUionofatripodyi^^fx 
from  the  Altar  of  the  Twelve  Godsy  14$  Jf; 
on  the  Peristcmion  (Capitoline  Museum), 
146/;  Apollo  and  Nikf  {^x\.  Mus),  147/; 
the  Three  GraceSy  l4Sf;  chair  of  the  priests 
of  Dionysusy  149  ;  Penelope  (Chiaramonti 
Gallery),  168  ;  the  Eleusinian  deitiesy  301/; 
Orpheus  and  Eurydice,  362  /;  sepulchral 
stelae,  304/;  from  the  temple  of  Apollo  in 
Phigaleia,  yyiff't  from  the  temple  of  Nik8, 
329  /;  from  the  Mausoleum  of  Halicar- 
nassus,  407^;  Attic  sepulchral,  454;  of 
the  Salpion  vase,  594/;  of  Sosibios,  595; 
reliefs  on  the  sarcophagi,  664  ff.  See  Me- 
topes. Parthenon.  Olympia,  Temple  of 
Zeus  at,  &C. 
Reliefs,  Roman,  636/;  chief  Roman  relief 
637  ;    the  Arch  of  Claudius,  ib.  ;  of  TriuSy 

637  f  {see    Titus,  Arch  of) ;    of    TrajoHy 

638  ;  Pillar  of  Trajan,  ib,  {see  Trajan)  ;  of 
Antoninus  Pius,  641;  Arch  and  Pillar  of Af, 
AureliuSy  641  f\  Arch  of  Septimius Severusy 
642 ;  of  Constcmtine,  642^.  See  Portrait 
sculpture,  Roman 

Religion,  influence  of,  on  Greek  art,  gj^ 
Renan,  M.,  on  the  apotheosis  of  Paustinay  641/ 
Rhegium,  art  school  of,  52,  152 
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Rhodes,  art  and  artists  in,  492^^  5 18^;  Mr. 
Ross's  discoveries,  ib.     See  Colossus 

Rhoecus  and  'fheodorus  of  Samos  {circ,  580 
B.C.),  supposed  works  of,  48/ 

Ricci,  Florentine  artist,  533 

Riviere,  Marquis  de,  presents  the  Venus  of 
Melos  to  Louis  XVII I.,  601 

Romans,  the,  early  ignorance  of  art  of,  571 ; 
delighted  with  their  art  spoils,  572  ;  be- 
come connoisseurs,  573/;  influence  of  Greek 
*"^  on>  573  /}  artistic  genius  of,  575  /; 
their  fondness  for  the  Apoxyomenos  of  Ly- 
sippus,  574 

Rome,  immense  art  plunder  brought  to,  572/; 
filled  with  works  of  Greek  art,  574/;  de- 
mand for  copies,  575 ;  Greek  artists  of  the 
Augustan  age,  Sl^fft  revival  of  Greek  art 
in,  ib  ;  foreign  cults  introduced  into,  667  ff 

Rondanini  Medusa  at  Munich,  65 

Ross,  Mr.,  his  art  discoveries  in  Rhodes,  518/ 


SADOLETUS,  lines  from,  on  the  Laocoon, 
524/1 

Salomons,  Mr.  Geskel,  on  the  attitude  of  the 
Venus  of  Melos ^  603 

Salpion,  author  of  the  Font  of  GaHa^  580 
594  ;  another  relief  seen  by  Welcker,  580 

Samos,  art  school  of,  48/ 

Samothrace,  art  in,  77/;  relief  from,  77/; 
island  of,  387 

Sappho,  busts  of,  647 

Sap/ho  and  Alcaus,  119  n,  1 20 

Sarapisy  of  Bryaxis,  removed  from  Sinope  to 
Egypt,  465/,  669  ;  bust  of  in  the  Vatican, 
466 ;  statues  of,  669 

Sard  is,  capture  of,  by  Cyrus,  26  n 

Sarcophagi,  account  of  the,  664 ;  subjects  of 
reliefs  on,  664  ff\  testimony  of,  to  the  im- 
mortality of  the  soul,  665  ;  the  Amazon 
sarcophagus  at  Vienna,  the  Niobid  and 
Bacchus  sarcophagi  of  the  Vatican  and  Ca- 
pitol, 665/ 

Satyrs,  the,  437  ;  Satyr  of  Praxiteles,  Ay!*/\ 
representations  of,  439/ 

Schelling,  on  nature  and  art,  3 ;  virtue  and 
beauty,  418  » 

Schiller,  on  Greek  art,  13  #1 ;  on  the  Gods  of 
Greece,  14  » ;  on  artistic  genius,  202  n;  on 
Greek  love  of  nature,  434  «,  435  n 


SIC 

Schliemann,  Dr.,  his  discoveries  at  Mycenie 
and  Troy,  26/,  515/ 

Schnaase,  Prof.,  on  the  Praying  Boy  (Berlin), 
49011 

Scipio,  Cornelius,  removes  the  art  treasures  of 
Magnesia  to  Rome,  572 

Scipio,  Lucius,  picture  of  his  victory  over  An- 
tiochus,  637 

Scopas  of  Paros  (circ,  B.C.  3S7),  architect  and 
sculptor,  378;  chief  works:— the  temple 
and  its  sculptures  of  AthhiS  A  'ea  at  Tegea, 
and  Xem^X^  oi  AskUpios  at  Gortys,  378^; 
Aphrodite  Pandemos^  379  n ;  statues  of 
Hecate  and  Heracles^  380  ;  his  residence  at 
Athens,  ib  ;  the  Erinnyes^  ib, ;  the  Cane- 
phorte^  380/;  HestiazxA  Herma  of  Hermes ^ 
381  ;  the  raging  Bacchante^  382  /;  extant 
representation  of  this  work,  383  /*;  Apollo 
Rhamfiusy  384  /;  EroSy  Hinuros,  and 
Pothosy  386/;  Aphrodite  and  Pothos  in 
Samothrace,  387 ;  Artemis  Eukleia  in 
Thebes,  387/;  Athin3  Pronaia  in  Thebes, 
388  ;  Apollo  Sminlheus  and  Leto  and  OrSy- 
gia^  389 ;  employed  on  the  temple  of  Ar- 
temis at  Ephesus,  391 ;  group  of  Dionysus 
and  Athin^  in  Cnidos,  392  ;  Aphrodite  in 
Pergamon,  U).  5  probable  copies  of,  393 ; 
statue  of  Aresy  ib, ;  Achilles  group  in  l>i  - 
thynia,  y)^f  {see  Poseidon  and  Amphitrite)\ 
supposed  copies  of,  396/';  his  work  at  the 
Mausoleum  of  Halicarnassus,  402  ff  {see 
Mausoleum) ;  possibly  the  author  of  the 
Niobe  group,  415/  {see  Niobe) ;  character* 
isiics  and  style  of,  425 /j  as  compared  with 
Praxiteles,  429 ;  his  Aphrodite  removed  to 
Rome,  573 

Sculpture.     See  Art 

Scyllis.     See  Dipcenus  and  Scyllis 

Scymnus,  Athenian  artist,  96 

Scyros,  capture  of,  by  the  Athenians,  178 

Selinus,  metopes  from  the  temple  of,  64^ 

Seneca,  on  the  Olympian  Zeus,  195 

Septimius  Severus,  Arch  of,  642 

Sepulchres,  reliefs  from,   in,  302^,  304/ 
453  ;  forms  of,  304  ff,  305  n.  See  Sarcophagi 

Serambus  of  .^gina,  86 

Shelley,  on  the  birth  of  Minerva,  262  n  ;  on 
the  Maenads,  384  n 

Sicyon,   art  and  artists  of,   47/   86^   361, 
363/,  492 
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SIL 

Silanion  of  Athens  (nrr.  B.c.  328),  sculptor  of 
portrait  statues,  468  ;  chief  works  :— the 
dying  yocastay  469  ;  Sappho  in  Syracuse^ 
portrait  of  Plato^  and  of  Apolhcbrus  the 
sculptor,  ib» 

Silenus,  in  early  Greek  art,  439  ;  Praxiteles* 
conception  of,  ib. 

Simmias  (DaKlalid),  archaic  statue  oi  Dionysus 
attributed  to,  94 

Simon  of  /Egina  [circ.  B.C.  472),  Pausanias' 
notice  of,  83/ 

Sipylus,  Mount,  archaic  figure  of  Niobc  on, 
28  «,  29/ 

Sirens^  figures  of,  as  ornaments  of  graves,  305 

Smyrna,  statue  of  the  Drunken  old  tvoman  at, 
attributed  to  Myron,  393 

Socratesf,  on  dancing,  6  m  ;  on  the  statues  of 
Dredalus,  20  n  ;  supposed  works  of,  as  an 
artist,  341  ;  his  Her  ma  Propulaies,  342  ; 
the  Three  Graces^*  ib.  ;  statue  of,  by  Ly- 
sippus,  485 

Soidas  of  Naupactus.     See  Menaechmus 

Sophocles,  on  the  AHobe  of  Mount  Sipylus, 
30  ;  on  the  best  ornament  of  a  woman, 
442 ;  myth  of  the  Laocoon  dramatized  by, 
523,  524M ;  account  of  portrait  statue  of,  647_/" 

Sophroniscus,  father  of  Socrates,  341 

Sosandray  the,  of  Calamis,  diversity  of  opinion 
on,  164    See  Calamis 

Sosibios,  Bacchic  reliefs  by,  581  ;  vase  of,  595 

Sparta,  symbol  of  the  Dioscuri  at,  17  ;  art 
school  of,  51/,  54*  71,  73  ;  the  Amphiaraus 
siiU  at,  71/;  reliefs  from  {see  Reliefs),  73/" 

SpaU,  the  Sphinx  of,  98 

S[>enser,  on  the  train  of  Dionysus,  437/1 

Stackelberg,  Prof.,  on  the  technical  meaning 
of  acr^s,  h^rnuMy  45  n;  his  discovery  at 
Athens,  107/ 

Stark,  Mr.,  on  the  Laocoon^  525 

Stelae.     See  Sepulchres 

Stephani,  M.,  on  Dr.  Schliemann's  dis- 
coveries at  Mycenie,  26  /;  on  the  Belvedere 
Torso  of  Hercules^  584  ;  his  theory  as  to  the 
Stroganoff  ApollOy  614 

Stephanos,  pupil  of  Pasiteles,  his  Orestes  and 
its  replicas,  624/ 

Stephanus  of  Byzantium,  references  of  to 
Glaucus  of  Chios,  48 

Sthennis  of  01)rnthus  (aVf.  B.C.  328),  468; 
made  a  group  of  Demeter  and  Zeus,  statue 


TEM 
of  Auioiycus  and  of  the  Olympuun  Ticton, 
Pyttalus  and  Ckotrilus^  ib. 
Strabo,  on  the  fortifications  of  Tiiyiis,  23 ; 
notice  of  the  Olympian  7eus^  194 ;  ^ 
praise  of  the  x/hum  of  Polyclcitus,  347  ;  00 
the  reconstruction  of  Pergamon  by  Eumenes 

n .  543 

'Strangford'  ApolU,  the,  in  the  British 
Museum,  58/ 

Stratonicus  of  Cyzicos  {die.  B.C.  240),  sculptor 
and  carver,  536 :  made  statues  of  pkilo- 
sophers  and  satyrs,  ib. 

Strongylion,  of  the  school  of  Myron  {cirt. 
B.C.  415),  337;  chief  works  o(  i— Artemis 
Soteira  and  A  fuses  on  Mount  Ifeiicon^  337 
/;  statues  of  an  Amazon  and  of  a  Boy,  ib, ; 
Wooden  Horse  of  the  Acropolis,  338  ;  Mar- 
tial's and  Aristophanes*  references  to,  338  nn 

Styphax  of  Cyprus  {eirc.  B.c.  440),  statue  by, 
335  ;  Pliny's  story  of,  335  n 

Sul'a,  dedicates  Myron*s  Dionysus  on  Mooot 
Helicon,  155  ;  art  talismans  worn  by,  574  « 

Sybel,  LudwigT.,  on  the  Talleyrand  Zeus,  140 

Symplegma  in  Pergamus,  of  Cephisodotus  II., 
467 

Syria,  patronage  of  art  by  the  Sdeact  aod 
Antiochi,  515  ;  gods  of,  in  art,  670 

TACITUS,  on  Agrippina  the  Elder,  656  n 
Talleyrand  Zeus^  in  the  Louvre,  139/ 
Talos,  pupil  of  Dsedalus,  murder  of,  19  « 
Tarentum,  colossal  statue  of  Zeus  at,  479 
Tatian,  on  the  statue  of  i£sop  by  Lysippos, 

485  ;  notice  of  Callistratus,  sculptor  of  the 

Evadne,  576 
Teclaus  and  Angelion  {circ.  B.C.  548),  statues 

of  Apollo  and  the  Graees  of,  52 
Tegea,  temple  of  Athena  Alea  at,  378/ 
Telamon,  expedition  of,  from  i^lgina,  123 
Telchines,  the,  archaic  workers  in  metals,  iS 
Telecles  of  Samos,  49 
Telephus,  myth  of,  555/ 
Telesilla  the  poetess,  statue  of,  636 
Temples,  Greek,  forms  of  architecture,  43/^5 

plastic  ornaments  of,  213  /;  the  p)ediment, 

triglyphion  and   Ionic  frieze,  213^,  231  ; 

sculptures  of  the  Theseion  at  Athens,  215 
ff%  temple  of  Zeus    at    Olympia,    223/"; 

metopes,    216  ff,   225  ff\  the  Parthenon, 

242^;  temple  of  Apollo  in  Phigaleia,  306 
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TEN 
ff-y  Erecbtheam,  temple  of  Athene   Polias 
and   Pandroseion,  314  ^;  temple  of  NikS 
ApUros,  319^     See  Metopes.    Reliefs,  &c 
7'efua,  Apollo  off  ^6f 

TertuUian,  on  the  Herf  of  Polycleitus,  346  n 
Thasos,  archaic  relief  of,  118/ 
Thebes,  art  and  artists  of,  92,  495 
Themistocles,  entices  foreign  artists  to  Athens, 
172/;  his  administration,    177;  portraits 
of,  649 
Theocles.     See  Hegylos 
Theoclymenus,  s*  arning  of  to  the  suitors  in  the 

Ody.sey^  12  n 
Theocosmus  of  Megara,  assistant  of  Pheidias, 
209;  employed  on  the  Lysander  trophy  at 
Olympia,  360 
Theocritus,  contrasts  the  Aphrodite  Pandemos 
of  Scopas  and   the  Aphrodite    Urania  of 
Pheidias,  379  n\  on  Arsinoe  \\,\  festival 
of  Adonis y  513  « 
Theodorus  of  Samos,  48^     See  Rhoecus 
TJiera,  the  Apollo  of  S^f 
Theseion,  at  Athens,  sculptures  of  the,  215/; 
the  metopes  of,   216  /;   Thesens  and  the 
Alarathonian  Bully   218 ;  Centauromachia^ 
219  ;  friezes  of,  219^ 
Theseus,  alleged  skeleton  of,   removed  from 
Scyros   to   Athens,    1 78 ;  Theseus  and  the 
Afittotaur^    217;    Theseus    and   the  Mara- 
thonian  Bull,  218 ;  on  the  E.  i>ediment  of 
the  Parthenon,  263/ 
Thorn-extractor,   the  {Spinario),  564  /;  cog- 
nate works,  565  n 
Thorwaldsen,  his  restoration  of  the  pedimental 

groups  from  iEgina,  123 
Thrason,   statues    by,  in   the  Artemision   at 

Ephesus,  496 
Thrasyllus,  choragic  monument  of,  476 
Thrasymedes  of  I'aros,  his  imitation  of  the 

Olympian  Zeus,  209 
Thucydides,  reference  of  to  the  Carians,  28  n  ; 
on  the  fortification  of  Athens,   1 72  « ;  on 
the  robe  of  Ath^n^  Farthenos,  184  ;  his  de- 
finition of  a  good  woman,  442 
Thusnelda  (Florence),  561,  63} 
Tiber,  statue  of  in  the  Louvre,  517 
Tiberius  Caesar,  his  admiration  for  the  Apoxy- 
omenos  of  Lysippus,    487 ;   statue   to,    re- 
^it.^^T\\\w^  font  teen  tuined  cities,  634/ 
Timaeus,  his  story  of  Eunomus  of  Locri,  497/ 


URL 

Timanthes  the  painter,  418  ;  his  picture  of  the 
sacrifice  of  Iphigenia,  596 

Timarchides  and  Timocles,  supposed  sons  of 
Polycles  IL,  works  of,  577 

Timarchus,  brother  and  assistant  of  Cephi- 
sodotus  IL     See  Cephisodotus  IL 

Timocles,  br  tther  of  Timarchides,  577,  See 
Timarchides 

Timotheus  {circ,  B.C.  352),  one  of  the  artists 
empoye«l  on  the  MausoLum  of  Halicar- 
nassus,  402,  404,  466 ;  made  statues  of 
Artemis,  athletes,  warriors,  hunlers  and 
priests,  466/;  also  a  statue  of  Asklepios  in 
Troezen,  467 ;  his  Artemis  removed  to 
Rome,  573 

Tiryns,  cyclopean  works  of,  21^ 

Tisander,  artist  employed  on  the  Lysander 
trophy  at  Olympia,  360 

Tisicrates,  pupil  of  Euthycrates,  works,  491 

Titus,  Arch  of  examination  of  the  figures  on, 

637 

Torch,  consecration  of,  at  Delphi,  144 

Trajan  Pillar,  description  and  examination 
the  reliefs  on,  6^%ff 

Treu,  Dr.,  his  account  of  the  German  excava- 
tions at  Olympia,  224  n,  225  n  ;  his  dis- 
coveries, 231  /;  his  arrangement  of  the 
pedimental  sculptures  of  the  Temple  of 
Zeus,  235  ;  on  the  works  of  Scopas,  379 ; 
on  the  Hermes  of  Praxiteles,  457  n,  459  n 

Tripod,  contest  of  Apollo  and  Heracles  for  the, 
91/,  142/;  consecration  of  a,  at  Delphi,  144 

Triptolemus,  on  the  Parthenon  frieze,  295  ; 
from  the  Eleusinian  relief,  301/ 

Troezen,  art  and  artists  of,  93 

Trophonius,  Euthycrates'  statue  of,  490 ; 
temple  and  cave  of,  490  «,  491  n 

Tychaion,  of  Alexandria,  the,  513 

lyche  of  Antioch,  by  Eutychides,  491  ;  Vati- 
can copy,  492 

Tynnichus,  the  Chalcidian,  Socrates  on  the 
divine  inspiration  of,  136  « 

Tyrrhenian  pirates.     See  Dionysus 

Tyrtaeus,  statue  of,  in  the  Villa  Borghese,  647 

Tzetzes,  on  the  Cow  of  Myron,  1ST  f',  lines 
on  Alexander  the  Great,  484  n 
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RLICHS,    Prof.,   theory   of,    as  to   the 
Xanthian  sculptures,  506 
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VALERIUS    MAXIMUS,    on    the    He- 
phastus  of  Alcamenes,  205 
Varro,  on  the  skill  of  Praxilcles,  428  ;  notice 

of  Pasiteles  by,  622  ;  on  the  beginning  of 

Greek  art  in  Rome,  570 
Venus  di  Medici,  578  ;  account  of,  586 ;  as  a 

work  of  art,  587  /,  589  ;  Byron's  lines  on, 

588  /;    op'nions  as  to  the  design  of  the 

artist,  589.     See  Aphrodite 
Venus  de  Milo,  Venus  of  Melos,     See  Melos 
Venus,  Esquiline,     See  Esquiline 
Venus-Sabifta  (Louvre),  604 
Venus,  the,  of  modern  art,  604 
Verres,  art  plunder  of,    155  /,  381    ff,  563, 

573/ 
Versailles y    Artemis  of,   account  of,   618  /; 

resemblance  to  the   Vatican  Apollo    619; 

artistic  significance  of,  ib, 
Virgil,  on  the  hard  lot  of  the  dead,  \2n\  his 

version   of  the    Laocoon    myth,    522 ;    on 

Augustus  Ccesar  as  a  god,  656  n 
Visconti,  his  estimate  of  the  value  of  the  Elgin 

marbles,  249  ;  on  the  Parthenon  Aik^,  267  ; 

on  the  figures  of  the  Parthenon  frieze,  286  n ; 

on  the  Belvedere  Torso  of  Heracles,  584  ;  on 

the  Germanicus  of  the  Louvre,  590 
Vitruvius,  on  Praxiteles,  429 
Volcanus  of  Veii.   employed   by  Tarquinius 

Priscus  on  a  statue  of  Jupiter,  569 


WAGNER,  J.  M.,  report  of,  on  the 
iEgina  marbles,  125,  126  n 

W.ildstein,  Dr.,  on  the  Strangford  Apollo, 
59  M ;  on  alleged  works  cf  Pythagoras  of 
Rhegium,  153  n 

Welcker,  Prof.,  on  the  Lydan  reliefs,  117  ff ; 
on  the  date  of  Praxias'  works,  210/;  notice 
of  the  Symplegnta  in  Pergamus  of  Cephiso- 
dotus  IL,  467 ;  theory  as  to  the  Xanthian 
sculptures,  506  ;  on  the  Palleu  of  Antiochus 


7EU 
of  Athens,  $93 ;  on  a  statue  of  Antinous, 
66iif 
Wilbeig,  Carl,  sketches  of  Pergamon,  544/" 
Winckelroan,  on  Pliny's  account  of  the  Arte* 
mision  of  Ephesus,   391  ;    on  the  Niohid 
statues  at  Florence,  416  n\  notice  of  the 
Her  ma  bust  of  Alexander  the  Great,  484  ; 
on  the  Belvedere   Torso  of  Heracles^  584^"; 
the  Venus  d^  Medici,  588  ;  the  Germanicus 
of  the  Louvre,  590/;  •  is  panegjrric  of  the 
Belvedere  Apollo,  612  n  ;  calls  the  Antinons 
statues  in  the  Villa  Albani  and  Villa  Mon- 
dragone  the  noblest  in  art,  663  n 

XANTHOS,  trophy  monument  of,  501^ 
See  A  ereid  monument 
Xenophon,  on  the  duties  of  a  married  woman, 

442 
Xenophon  of  Athens  (arc,  B.C.  372),  worko^ 

374t  376 
Xerxes,  effect  of  his  invasion  upon  the  de- 
velopment of  art  in  Greece,  170^ 

ZENOBIUS,  on  the  Dionysus  of  Simmias, 
94 

Zenodorus  {temp,  Nero),  colossal  statues  by, 
6^0  f;  Pliny's  notice  of,  id.  ;  his  toreutk 
skill,  ib, 

Zenon  of  Aphrodisias,  name  o(  inscribed  00 
several  works,  598 

Zeus,  the  worship  of,  in  Arcadia,  16 ;  Zeus 
Tallfyrand  in  the  Louvre,  139/;  wedding 
of  Zeus  and  fferS,  142 ;  bust  of,  in  the 
Sala  Rotonda  of  the  Vatican,  196  ;  statues 
of,  197 ;  on  the  Parthenon  frieze,  292 ; 
colossal  statue  of,  at  Tarenturo,  479.  See 
Jupiter,  Olympia.  Olympian  Zeus.  Thrtsy- 
medes  of  Paros,  &c. 

Zcuxiades,  pupil  of  Silanion,  469 

Zeuxis,  the  painter,  the  Centauress  sa*d  to 
have  been  invented  by,  256  n 
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